For  Reference 


Not  to  be  taken  from  this  room 


Every  person  who  maliciously 
cuts,  defaces,  breaks  or  injures 
any  book,  map,  chart,  picture, 
engraving,  statue,  coin,  model, 
apparatus,  or  other  work  of  lit- 
erature, art,  mechanics  or  ob- 
ject of  curiosity,  deposited  in 
any  public  library,  gallery, 
museum  or  collection  is  guilty 
of  a  misdemeanor. 

Penal  Code  of  California, 
1915,  Section  623. 


Digitized  by  the  Internet  Archive 

in  2013 


http://archive.org/details/connoisseurillus193lond 
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COM  JTHIAN  STUDIOS 

521  SUTTER  ST./SAN  FRANCISCO  /CA  94102  /  (415)  362-0717*20506  SARATOGA-LOS  GATOS  RD./ SARATOGA  /  CA  95070  /  (408)  867-4630 

WE  PURCHASE  INDIVIDUAL  ITEMS  OR  ENTIRE  ESTATES  WORLD  WIDE 


Rare  San  Ts'ai  Three  Color 

Biscuit  Porcelain 
Figure  of  a  Seated  Scholar, 
Of  the  K'ang  Hsi  period.  1662-1722  A.D. 
Height:  10  inches. 

RALPH  M.  CHAIT 

Galleries  Inc. 

ESTABLISHED  1 91 0  WORKS  OF  ART  -  CHINESE  ART 

12  EAST  56th  STREET,  NEW  YORK,  N.Y  10022,  U.S.A. 
Telephone  Plaza  8-0937  Cables  "Ralima"  New  York. 


UEMlER  OF  THE  NATIONAL  ANTIQUE  AND  ART  DEALERS'  ASSOCIATION  Of  AMERICA,  IMC. 


PARTRIDGE 

(FINE  ARTS)  LTD. 


A  VERY  FINE  LOUIS  XV  ORMOLU  MOUNTED  BLACK  LACQUER  COMMODE. 

ATTRIBUTED  TO  B.V.R.B. 
4' 8"  wide  x  2'  1"  deep  x  2'  10". 

A  similar  commode  by  B.V.R.B  is  illustrated  by  F.  J.  B. 
Watson  in  The  Wrightsman  Collection.  Vol.  1.  No.  92.  p.  153. 

B.V.R.B.  Bernard  Van  Risenburgh  one  of  the  finest  Ebenistes 
of  the  18th  Century  was  Maitre  Ebeniste  before  1730. 

A  LOUIS  XV  ORMOLU-MOUNTED  CHINESE  PORCELAIN  MODEL  OF  A  CAT. 

K'ang-hsi  period 

A  PAIR  OF  LOUIS  XVI  ORMOLU  JAPANESE  PORCELAIN 
AND  PORPHYRY  BRULE  PARFUMS. 

144-146  New  Bond  Street,  London  wiy  oly 

Telephone:  01-629  0834/7 


The  Antique  Porcelain  Company 

The  Antique  Company  of  New  York,  Inc. 


MAGNIFICENT  PAIR  OF  SEVRES  ROSE  POMPADOUR  POT-POURRI  VASES 
From  the  Collection  of  Madame  la  Marquise  de  Pompadour 
Painted  by  Charles-Nicolas  Dodin  (1734-1803) 
Date:  circa  1760  Height:  30  cm 


rhe  Antique  Porcelain  Co.,  Ltd. 

149  New  Bond  St.,  London  W1Y  OHY 

fel:  01-629  1254 


48  East  57th  Street, 
New  York  N.Y.  10022 
Tel.  212-758  2363 


The  Antique  Porcelain  Co.  AG 
Central  2.  Postfach  8021  Zurich 
Tel:  (01)  34  13  44 


H.VOGEL 

FINE  CLOCKS  AND  WATCHES 


We  specialize  in  fine  quality  early  or  complicated  precision 
clocks  and  watches  for  collectors.  Catalogue  available  DM15  — 
4Dusseldorf,  Kbnigsallee  21/23  in  derTrinkaus-Galerie, 

Tel.  0211/370041 


4    The  Connoisseur,  September,  1976 


Brussels,  beginning  of  16th  century 

size:  height  3-38  m.  —  width  410  m. 


Important  objects  for  the  collector. 
Knotted  and  flat-woven  work  from  Asia  Minor, 
Persia,Turkmenistan  and  China.  Restoration  of 
valuable  objects. 


Galerie  Ostler 

Gallery  forTextile  Art 
D-8  Munchen  22,  Ludwigstrafte  ll 
Tel.  089/285669 


Highly  important  objects  in  European 
tapestries  of  the  15th  to 1 7th  centuries,  aubussons, 
textiles  and  embroideries.  Permanent  exhibitions. 
Please  ask  for  information. 


PIERRE  BONNARD 


La  Nappe  Blanche 


Oil  on  canvas,  46x35  inches 
Signed:  Bonnard 

Painted  in  1924  at  Bonnard's  villa  on  the  French  Riviera 


Berry-Hill  Galleries 

743  Fifth  Avenue,  New  York.  N.Y.  10022     (212)  753-8130 

Cables  BERRYHILL  N.Y. 


BY  APPOINTMENT  ANTIQUE  DEALERS  TO  THE  LATE  QUEEN  MARY 

MALLETT 

MALLETT  &  SON  (ANTIQUES)  LTD.,  40  NEW  BOND  STREET,  LONDON  WiY  OBS.  TELEPHONE:  01-499  7411  (5  lines) 
TELEX  25692  CABLES:  MALLETSON  LONDON  WiY  OBS  and  at  BOURDON  HOUSE,  2  DAVIES  STREET,  LONDON  WiY  iLJ 
Also  in  NEW  YORK:  MALLETT  of  LONDON,  P.O.  Box  396  N.Y.  10028.  Telephone:  (212)  876  9033.  Telex:  62580 


An  extremely  fine  and  very  important  pair  of  small  Chippendale  mahogany  secretaire  cabinets  of  rich  faded  colour 
with  contemporary  gilt  handles  and  shell  clasps,  each  surmounted  by  a  portable  bookshelf  on  two  tiers 
with  chinoiserie  railing,  with  fitted  interiors  enclosed  by  fall  fronts. 
Ex.  Ashburnham  Collection 
Height:  5'    Width:  2' 1"    Depth:  14" 


Three  unusually  splendid  carved  ivory  pieces 


Elephant  on  black  onyx  base,  set  with  966  precious  stones,  emeralds,  rubies, 
sapphires,  of  a  total  weight  of  1323.46  carats  and  18kt  solid  gold,  over  39  ounces. 
Height  1 5  ins  —  Length  14  ins  —  Width  52  ins 


Budda  on  Russian  lapis  base,  set  with  587  precious 
stones,  emeralds,  rubies,  sapphires  and  one  round  diamond, 
total  weight  199  carats  and  18kt  solid  gold,  17|  ounces. 


A  Goddess  on  ivory  base,  set  with  735  precious  stones, 
emeralds,   rubies,    sapphires,    total    weight   622.77  carats 
and  18kt  solid  gold,  122  ounces. 
Height  152  ins  —  Width  132  ins  —  Depth  6  ins 


MAX  M.  VAS 
ANTIQUES 
768  MADISON  AVENUE 
NEW  YORK,  N.Y.  10021 
eldorado  5-4007  rh  4-6600 


M. GERARD 
JOAILLIERS 
8  AVENUE  MONTAIGNE 
PARIS  75008 
Tel:  359  8396 


JEREMY  LTD 


255  KING'S  ROAD,  CHELSEA,  LONDON,  S.W.3 

Telephone:  01-352  0G44  Cables:  JERF..MIOUE,  LONDON,  S.W.3 

01-352  3127 

OPEN  ALL  DAY  SATURDAY 

Members  of  The  British  Antique  Dealers'  Association  Ltd. 
FINEST  ENGLISH  AND  FRENCH  FURNITURE 


English:  third  quarter  of  the  18th  century. 

A  Hepplewhite  period  breakfront  bookcase  of  unusually 

small  proportions  being  executed  in  selected  faded 
cuban  mahogany,  the  drawers  still  retaining  the  original 
handles,  the  centre  drawer  having  a  fitted 
writing  slide. 


Dimensions 
Maximum  Height:  7'6" 
Maximum  Width:  5'1 " 
Maximum  Depth:  1  64" 


M.  TURPIN 

ANTIQUES  AND  OBJETS  D  ART 


We  are  pleased  to  announce  that  having 
advantageously  disposed  of  our  Knightshridge  premises, 
we  are  continuing  to  trade  temporarily  from 
21  Manson  Mews,  Queensgate,  London  S.  W.  7 


For  appointments,  telephone  01-736  3417. 
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on-  a 


CATAN 

3*  -  2£J<73 
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A  detail  of  the  South  German  Doppelgeschlossiger  Schrank. 

Circa  1475. 


May  be  viewed  at  the  Brut  on  Place  Galleries 
of  Ronald  A.  Lee. 


CHRISTOPHER  GIBBS  LTD. 

118  NEW  BOND  STREET,  LONDON,  W1Y  9AB 

TELEPHONE:  01-629  2008/9 


48? 


R.  A.  U-c  R.  T.  Gwymi 

1-9  BRUTON  PLACE,  LONDON,  W.i. 

Tel:  oi-6:y  5600  &  01-4^9  6166 
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THE  CONSARTIUM  LTD 

SELECT  EARLY  EUROPEAN  ANTIQUE  FURNITURE  AND  WORKS  OF  ART 


Important  William  and  Mary 

marquetry  table 

circa  1690 

height  33  j  inches 

width  61 1  inches 

depth  32 1  inches 


2009  WASHTENAW  •  ANN  ARBOR,  MICHIGAN  48104 

(313)  994-5584  ■  BY  APPOINTMENT 


JULIUS  BOHLER 


Sophonisbe ,  by  Ottmar  EIHger  the  Younger 
{Hamburg  1666  -  1735  St.  Petersburg). 
On  canvas,  45,7  x  40,6  cm. 


BRIENNER  STRASSE  25 
D— 8  MUNICH  2 
Tel.  (089)  55  52  29  Telegrams:  Paintings 


T.  CROWTHER  &  SON  LTD 

Telephone:    282   NORTH   END    ROAD    Cable  Address: 
01-385  1375/7    FULHAM,  LONDON  SW6    Antiquity  London 


A  superb  quality  18th-century  Carved  Pinewood  Mantelpiece  and 
Overmantel.  Carved  in  1753  by  Benjamin  King. 
Originally  in  Edmund  Pytts'  Drawing  Room  at  Kyre  Park, 

Worcestershire. 

Illustrated  in  English  Homes,  Period  VI  Volume  I,  Page  75. 

Length  of  Shelf.  6'  101" 

Total  Height.  10\  7\" 

Opening  Width.  3'  10" 

Opening  Height.  3'  7" 


twtnatv 


i 870-1976 


G.  H.  BUTTNER  (Signed) 
Panel:  6^  x  9^  ins.  (16  x  25  cms.) 
Framed:  11  h  x  15  ins.  (29  x  38  cms.) 


CONRAD  KIESEL  (signed) 
Panel:  10J  x  8j  ins. 

(27  x  21  cms.) 
Framed:  15^  x  13J  ins. 

(39  x  34  cms.) 


WILHELM  LOWITH 

Signed  and  dated  1887 

Panel:  5 J  x  4^  ins.  (15  x  11  cms.) 

Framed:  9^  x  7^  ins.  (24  x  20  cms.) 


FRANZ  WENZEL  SCFTWARZ  (Signed) 
Panel:  25  J  x  30^  ins.  (64  x  78  cms.) 
Framed:  30^  x  36  ins.  (78  x  92  cms.) 


GUSTAVE  BAMBERGER  (Signed) 
Panel:  8  x  n£  ins.  (20  x  29  cms.) 
Framed:  13 £  x  17J  ins.  (34  x  44  cms.) 


M.  NEWMAN  LTD.  43 A  DUKE  STREET,  ST.  JAMES'S  AND  1/5  RYDER  STREET,  LONDON,  S.W.I. 

Telephone:  01-930  6068  Cables:  Newpic,  London,  S.W.I. 

Member  of  the  British  Antique  Dealers'  Association  Ltd.  and  the  Society  of  London  Art  Dealers 


r 


HIGH  MUSEUM 

ANTIQUES  SHOW 

AND  SALE 

a  benefit  of  the  High  Museum  of  Art 
in 

ATLANTA 

Thursday,  Friday,  Saturday,  Sunday 

October  H-17 

Merchandise  Mart  Peachtree  Center 


The  Exhibitors 


Jane  Alper  Antiques 

W.  Graham  Arader,  III 

William  &  Robert  Arnett,  Inc. 

James  R.  Bakker 

The  Balogh  Gallery 

William  Blair,  Ltd. 

Brimfield  Antiques 

Carriage  House  Antiques 

John  A.  Christoffel 

Circa  Antiques 

The  Collector's  Choice,  Inc. 

The  Connoisseur  Gallery  —  Rich's,  Inc. 


The  Comer  Shop  —  Davison's 
Dillingham  House 
Elliott  Antiques 
Flewoochi  Farms 
Graystone  Antiques 
Hallmark  Antiques 
Hastings  House  Antiques 
James  Galley 
The  Leather  Bucket,  Inc. 
Marine  Arts  Company 
McCrory  Antiques 
Jackson-Mitchell  Willis  Moore 


Musgrove  Mill  Antiques  - 
Thomas  P.  Pascale 
The  Pig  and  Saddle 
Maze  Pottinger 
Glenn  C.  Randall 
Paul  Sanderson  Antiques 
Sher=Morr  Antiques 
Steven  Straw  Company 
The  Swan  Coach  House 
Village  Green  Antiques 
The  Virginians 
Ricks  Wilson,  Ltd. 


Prints 


Special  Events:  advance  reservations  essential  from  the  High  Museum  Antiques  Show 

1280  Peachtree  St.,  N.E.,  Atlanta,  Ga.  30309.  Phone  (404)  892-3600  ext.  302 

Preview  and  reception,  Wednesday,  October  13. 

Luncheon  and  slide -lecture  by  Mr.  Clement  E.  Conger,  Curator,  THE  WHITE  HOUSE,  Thursday, 

October  14. 

Tour  of  Homes,  Friday  morn,  and  aft.,  October  15  -  Young  Collectors'  Evening,  Friday,  October  15. 
On  Loan  at  the  High  Museum:  Furniture  of  the  Georgia  Piedmont  from  1830. 


11  A.M.  to  9  P.M.  (Sunday,  11  A.M.  to  6  P.M.)  Refreshments  Admission  $3 .00 
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Member  British  Antique  Dealers  Association 


Fine  Eighteenth  and  Early  Nineteenth 
Century  Furniture  and  Works  of  Art 

67-70  CHALK  FARM  ROAD    LONDON  NWl 
01-485  1504  01-267  2767 


Width  103  cms 

Depth  68  cms,  96  cms  with  top  slid  forward 
Height  78  cms,  190  cms  fully  raised. 


Exhibit in^  Northern  Antique  Dealers'  Fair. 
Stand  28.  September  16th  -  23rd. 


Exhibiting  Chelsea  Antiques  Fair 
Stand  9.  September  14th  -  25th. 


HEIM 

OLD  MASTER  PAINTINGS  AND  SCULPTURES 


The  Baptism  of  Christ  by  Johann 
Heinrich  Schonfeld  (Biberach  1609  -  Augsburg  1682). 
Canvas.  137  x  107  cms. 


Tel:  01-493  0688  59,  Jermyn  Street,  St.  James's,  Cables:  Heimgal 

London,  SW1Y  6LX  London 
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PHILLIPS  of  HITCHIN 

(ANTIQUES)  LTD.  ^\ 

0  Gfidin,  cSg5  10QP 


A  mahogany  4-post  bed  of  the  late  18th  century  period. 

From  our  collection  of  1 7th  and  1 8th  century  English  furniture  displayed  in  the  h 
period  rooms  of  a  Georgian  manor  house  only  1  hour  from  London  by  the  A.l  o 
about  40  minutes  by  train  from  London  (Kings  Cross);  trains  can  be  met  b 
arrangement. 


Telephone  Hitchin  2067  f^-fj      ./  II 

std  0462  2067      Cs  Lerijorashi 


Cables 
'Q        Phillips  Hitchin 

Members  of  the  British  Antique  Dealers'  Association. 


BY  APPOINTMENT  TO 
H.M    QUEEN  ELIZABETH  THE  QUEEN  MOTHER 
JEWELLERS 
ASPREY  &  COMPANY  LTD  LONDON 


prey 


BY  APPOINTMENT 
TO  H.M.  THE  QUEEN 
GOLDSMITHS  SILVERSMITHS  8c  JEWELLERS 
ASPREY  8t  COMPANY  LTD.  LONDON 


A  quarter  repeating  bracket  timepiece 
by  Thomas  Tompion.  The  eight  day  movement  with  pull  quarter 
repeat  on  both  sides,  verge  escapement  and 
finely  engraved  backplate.  The  dial  and 
backplate  signed  Tho.  Tompion  Londini  fecit'. 
The  ebony  veneered  case  with  gilt  metal  mount. 
Height:  V  3"   Date:  Circa  1682 

ASPREY  &  COMPANY  LIMITED,  165-169  NEW  BOND  STREET,  LONDON  W1Y  OAR.  TEL:  01-493  6767 

alternative  entrance  at  22  Albemar:3  Street.  London  W1 
Telegrams:  Culleus  London  Asprey  S  A.  Geneva.  40  rue  du  Rhone.  Geneva  Telex:  25110 

Telephone:  28-72-77 


Robert  Noortman  Gallery 


Exhibiting  in  Paris  at  the 
VHIe  BIENNALE  INTERNATIONALE  DES  ANTIQUAIRES  AU  GRAND  PALAIS 

23rd  September  -  10th  October 
Stand  No.  Ai 


Fine  Old  and  Modern  Paintings 


Aalbekerweg  49    Hulsberg-  Holland 
Telephone  04405-1934  telex  56715 
by  appointment  only 


8  Bury  Street  St.  James's  London  SW1  Y  6AB 
Telephone  01-839  2606  Telex  915570 
weekdays  9.30-5.30 
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Madley,  Hereford  HR2  9NA  England 

Telephone:  Madley  (09815)  244 
Telegrams  &  Cables-.  Antiques  Hereford 


Great  Brampton  House  Antiques 


A  large  and  very  impressive 
three  pedestal  Dining  Table  of  the 
George  in  period.  4  m.  50  cm.  long  and  1  m.  40  cm. 
wide  -  The  colour  and  patination  are  quite  splendid. 


Quite  superb!  — 
A  Queen  Anne  period 
Walnut  Bachelors  Chest. 
79  cm.  wide,  32  cm.  deep  and  80  cm.  high. 
Circa  1710. 


Two  from  a  set  of  8 
Hepplewhite  period   Chairs.  Six 
singles  and  two  with  arms.  With 
very  elegant  carved  decoration  to 
the  backs. 


Classical  in  design  - 
A  George  m  Mahogany 
standing  glazed  top 
corner  cupboard.  Circa 
1790.  2  m.  20  cm.  high. 


Absolutely  magnificent! 
Chippendale  Mahogany 
Colour,     patination  and 
splendid.  2  m.  46  cm.  wide. 


a  very 
break-front 
condition 


imposing 
Bookcase, 
absolutely 


Of  the  Sheraton 
period  and  positively 
delightful.  This 
Mahogany  Bookcase 
has  a  Secretaire 
drawer  and,  standing 
on  splay  bracket  feet, 
it  is  extremely  elegant. 


irea  1790 


Beautiful  figuring  to  the  wood  enhances 
fully  this  splendid  18th.  Century  Sideboard 
of  serpentine  form.  2  m.  wide. 


Supreme!  -  This 
satinwood  card  table  | 
of  the  18th.  1 
Century  has  decoration  and 
cross-banding  in  Kingwood. 
90  cm.  wide. 


Useful,  practical  and  with 
a  charm  of  it's  own.  This  oak  Dresser  Base 
has  three  drawers  with  two  cupboards  benea 
Cross-banded  in  Walnut.  18th.  Century.  1  m.  80  c 
long  and  44  cm.  deep. 


We  have  one  of  the  largest  and  finest  stocks  of  period  furniture  in  the  country. 
Free  delivery  in  our  own  vehicles  to  most  parts  of  the  United  Kingdom. 
Goods  packed  and  shipped  to  any  part  of  the  world. 

We  are  7  miles  S.W.  of  Hereford,  15  miles  from  the  M5/50  and  50  minutes  from 
the  M.4.  One  hour  from  Birmingham  (M5  -  50) 

Open  Monday  to  Saturday  9  a.m.  to  5  p.m.  -  evenings  and  Sundays  by  appointment. 
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A  valuation  by  our  professional  valuers  will  not  only  ensure  financial  protection  for  your  fine 
furniture,  pictures,  silver,  porcelain  and  all  other  works  of  art,  but  ALL  your  household  effects. 

It  will  substantiate  any  claims  you  may  wish  to  make  in  the  event  of  loss  by  burglary  or  fire, 
or  any  other  cause. 

Our  Valuations  are  accepted  by  insurance  companies  and  Lloyds  Underwriters.  Write  now  for 
further  particulars -tomorrow  may  be  too  late. 


Gurr  Johns  &  Angier  Bird  Ltd. 

Valuers 

49/51  High  Street,  Maidenhead,  Berks.  SL6  1 JT  Tel:  (0628)  Maidenhead  26306 

Branches  at  York  and  Edinburgh 

Also  in  the  USA  at: 
9601  Wiltshire  Boulevard,  Suite  343,  Beverly  Hills,  California  90210. 
Registered  Office:  90  Calverley  Road,  Tunbridge  Wells,  Kent  TN1  2UN. 
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WALNUT  SETTEE,  ENGLISH,  LATE  17th  CENTURY  LENGTH:  5'  5",  Depth:  2'  1",  HEIGHT:  2'  9" 


EARLY  FURNITURE 
RIENTAL  AND  EUROPEAN 
WORKS  OF  ART 


TELEPHONE:  01  -499  2858 
CABLES:  BARGRO  LONDON  W1 


112  MOUNT  STREET  LONDON  W1Y  5HE 


J.  KUGEL 

279,  RUE  SAEVT-HONORE, 

75008  PARIS 

FIXE  FURNITURE  TEL:  26°-86'23  &  26°19'45  ANTIQUE 

BRONZES  AND 

CURIOSITIES 


Two  important  medallions  in  white  marble  on  black  marble,  in  very 
fine  gilt  bronze  frames,  representing  Czar  Paul  I  of  Russia  and  Czarina 
Maria  Feodorowna.  Russia,  late  18th  century,  diameter  37,5  cm. 


GRAF  KLENAU 


OHG  MUNCHEN 


Preview  on  Auction  122  ARMS  and  Auction  123  MILITARY  ITEMS 

on  30th  October,  1976 

Vorschau  auf  die  122.  Auktion  ALTE  WAFFEN  und  123.  Auktion  MILITARIA  am  30.10.76 


Marshal  baton  of  field  marshal 
Walter  Model  awarded  to  him  on 
31st  March  1944.  Estimated  price 
DM  50  000.-- 

Marschallstab  des  General- 
Feldmarschalls  Walter  Model, 
verliehen  am  31  3  1944  Schatzung 
DM  50.000  - 


Chinese  bronze  helmet. 
Chou  Dynasty,  ca.  1000  B  C. 
Estimated  price  DM  20.000.-- 

Chmesischer  Bronzehelm. 
Chou-Dynastie.  ca.  1000  v  Chr. 
Schatzung  DM  200  000.- 


The  Arms  sale  No.  1  22  represents  as  usual  with  ca  1 50  lots  high-class 
articles  from  all  fields  at  reasonable  estimate  prices  Outstanding  items 
are  especially  in  this  auction  the  rich  assortment  of  helmets -e  g  a 
Chinese  helmet  originating  from  the  Chou  Dynasty,  ca  1000  B  C 
estimated  price  DM  20  000  —  -  but  also  firearms  are  represented  to  the 
best  with  several  pairs  of  fine  holster  pistols  and  long  arms  A  few 
excellent  edged  weapons  as  well  as  literature  much  sought  after  even 
up  the  offer 

About  1000  lots  military  items  from  all  fields  and  periods  will  be  auctioned 
on  30th  October  1976  Outstanding  items  are  numerous  headgears  before 
1918.  edged  weapons  (one  Prussian  and  one  Saxon  sword  18th  century), 
an  early  Hitler  painting  from  1916  two  silver  plates  from  the  personal 
table  silver  of  Adolf  Hitler  in  the    Braunen  Haus    in  Munich  A  lot  of  rare 
Allach  figures  will  also  be  offered  And  finally  special  attention  should  be 
called  to  the  marshal  baton  of  field  marshal  Walter  Model  awarded  to  him 
on  31st  March  1944 


Die  ca.  150  Lose  umfassende  Auktion  ALTE  WAFFEN  bietet  wie  immer. 
ein  hoch  qualitatives  Angebot  in  alien  Bereichen  zu  vernunftigen 
Schatzpreisen  Speziell  bei  dieser  Auktion  sind  hervorzuheben  das 
reichhaltige  Angebot  an  Helmen.  so  z  B  als  Spitzenreiter  ein  chinesischer 
Helm  aus  der  Chou-Dynastie  ca  1  000  v  Chr  Schatzung  DM  20.000  -- 
Aber  auch  die  SchuBwalten  smd  rr.it  eimgen  Exemplaren  schoner 
Reiterpistoien-Paare  und  Langwaffen  bestens  vertreten.  Emige  erlesene 
Biankwatfen  sowie  gesuchte  Literatur  runden  das  Angebot  ab 
Ca  1000  Lose  Militana  aus  alien  Gebieten  und  Zeiten  werden  am  30 
Oktober  versteigert  werden  Aus  dem  breiten  Angebot  treten  besonders 
hervor  zahlreiche  Kopfbedeckungen  vor  191B  Biankwatfen  (em 
preussischer  und  em  Kur-Sachsischer  Pallasch  18  Jahrhundert)  ein 
fruhes  Hitler-Aquarell  aus  dem  Jahre  1916  zwei  Silberplatten  aus  dem 
personlichen  Tischsilber  Adolf  Hitlers  im  Braunen  Haus  in  Munchen 
zahlreiche  seltene  Ailach-Figuren  und  als  kronender  AbschluB  der 
MarschaMstab  des  General-Feldmarschalls  Walter  Model  der  ihm  am 
31.Marz  1944  verliehen  wurde 


Count  Klenau  OHG  P.O.  Box  122,  Maximilianstr.  32,  D-8  Munich  1,  Phone  (089)  22  22  81/82 
Cabel  adress:  Klenauktion  Munchen,  Postscheckkonto  Nurnberg  7777-857 
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AUKJIONEN 

2. — 4.  November  1976  in  Zurich 

(Besichtigung  ab  20.  Oktober  1976) 


ScTi  weizerischer  Gold-  und  Emailautomat, 
ca.  1820 


Sen  weizerischer  Musikautomat 
aus  Gold  und  Email,  ca.  1820 


unb  toi£&en£d)aftUcf)e 
Snsrtrumente 


Gold-  undEmailtaschenuhr  mil  Duplexhemmung 
fiir  den  chinesischen  Markt,  Heuner,  ca.  1830 


Telescop,  vergoldel  und  emailtiert, 
Enghsch,  ca.  1800 

5 

Schweizerischer  Musikaulomai,  Gold  und  Email 
ca.  1810 


2.  November  1976 

UHREN  UND  WISSENSCHAFTLICHE  INSTRUMENTE 

3.  November  1976 

VARIA:  PORZELLAN,  SILBER,  STANGENWAFFEN,  ASIATIKA 

4.  November  1976 

PERSISCH-1SLAMISCHE  KERAM1K-  UND  BRONZE-SAMMLUNG 


Fiir  jedes  dieser  drei  Sachgebiete 
erscheint  anfangs  Oktober  1976  ein  Katalog. 

Einzahlungen  von  SFr.  12.-  pro  Katalog  oder  SFr.  30. 
fur  alle  drei  Kataloge  an 
Schweizerischer  Bankverein  Zurich,  Konto  PO  337  356. 

Schriftliche  Bestellungen  an: 


AlJKTIONSAG 


Lavaterstrasse  11  (neben  Hotel  Ascot),  CH-8027  Zurich,  Telet'on  01/25  94  44,  Telex  52  783  (ascot) 
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14  Grafton  Street,  London  W.I.  TELEPHONES:  493-1 141-2-3 
ESTABLISHED  1865 

ROYAL  SNUFF  BOX  BY  JOHANN 
CHRISTIAN  NEUBER  OF  DRESDEN 


The  enamelled  portrait  miniature  on  the  cover  depicts  the  Swedish  King  Gustave  Adolphe. 
The  engraved  gold  box  itself  is  carefully  set  with  striated  agate  from  Saxony, 

cornelian  and  lapis  lazuli. 

Length  3I  inches.  Dresden,  c.  1775. 


Don't  You 
Deserve  the  Best? 

We  know  we've  got  a  satisfied  guest  when  he  returns  to  us 
again  and  again.  And  our  guests  do  keep  coming  back  to 
The  Peninsula,  Hong  Kong  s  most  luxurious  hotel 

and  one  of  the  world  s  finest. 
Our  guests  demand  the  best. Don't  you  deserve  it? 
The  Peninsula.  Hong  Kong. 
Cable:  PENHOTE  Hong  Kong 
Telex:  73821  PEN  HX 
Telephone:  3-666251 

THE  PENINSULA 

HONG  KONG 

Member  of  The  Peninsula  Group 
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LEFEVRE  &  PARTNERS 

Specialist  Auctioneers 


BESHIR  TURKESTAN 
Early  nineteenth  century 

I  2m76x1m95  9ft.  1  in.  x  6ft.  Bin. 

One  of  an  important  collection  of  Turkoman  and  other  rare  Central 
Asian  carpets  to  be  sold  by  public  auction  on 

FRIDAY,  8th  October,  1976  at  11  a.m. 
ON  VIEW  FROM  2nd  OCTOBER 

Illustrated  catalogue  £1.00  including  postage. 

THE  PERSIAN  CARPET  GALLERIES 

152  Brompton  Road,  London,  SW3  1HX  Tel:  01-584  5516 
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The  incomparable  Paul  de  Lamerie 


Three  magnificent  salvers  of  Lamerie's  Britannia  Standard  period,  all  finely  engraved  with  interlaced  strapwork  borders.  The  largest, 
with  fluted  rim  of  strawberry  dish  type,  was  made  in  1726.  On  six  cast  scroll feet,  it  is  16\  in.  ( 42  cm )  in  diameter,  weighs  66  oz. 
The  smaller  version,  on  three  scroll feet,  is  8  in.  (20  cm)  across  and  dates  from  1729.  Both  are  engraved  with  armorials  in  fine  cartouches. 
The  third,  with  rope-edge,  is  5  J  in.  ( 14.5  cm)  square  and  features  a  cockerel  at  each  corner.  It  was  made  in  1724. 


Fine  silver for  the  collector  from 

SIMON  KAYE  LTD. 

\\  ALBEMARLE  STREET 
PICCADILLY  •  LONDON  Wl 

Telephone  01-493  7658 

Mentbcrt  of  the  British  Antique  Dealers'  Association 


I.  FREEMAN  Sl  SON  INC 

1 2  East  52nd  Street 
New  York  NY  10022. 

Telephone  759-6900 

Members  of  the  Art  and  Antique  Dealers'  l  eague  of  America  Inc. 
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BROD 
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Hieronimus  Galle 
Antwerp,  circa  16201679 


Canvas:  42  x  54  ins. 
107x137  cms. 
Signed  lower  left. 


Exhibition   of  Fine   Old  Master  Paintings 


At  The 

"Vllle  Biennale  Internationale  Des 
Antiquaires  Au  Grand  Palais,"  Paris. 

23  September- 10  October,  1976. 

Stand  no:  70/71.  Telephone  no:  Paris  261-10-17 
Fully  illustrated  catalogue  on  request £2.  (U.S.A.  $10). 


And  from 
18  October,  1976. 
in  London. 


BROD  GALLERY 

24  St.  James's  St.,  London  SW1A  1HA,  Telephone:  01-839  3871.  Cables:  Restaff,  London  SW1. 


The  massive  and  ever-changing  stocks  of  fine  antique  furniture  at  Durwards  Hall  are, 
in  themselves,  a  permanent  antiques  fair  which  is  open  to  dealers  only  throughout 
the  year.  Top  quality  goods  in  showroom  condition.  Durwards  Hall  is  on  the  main 
A12  road  from  Europe  and  a  mere  fifty  minutes  from  London  by  rail.  Trains  are 
met  at  Witham  station  by  prior  arrangement  and  we  shall  be  pleased  to  help  dealers 
with  their  travel  arrangements. 


DURWARDS  HALL  .  KELVEDON  .  ESSEX  .  ENGLAND 
Telephone:  KELVEDON  70234/5/6 


By  Appointment 
to  Her  Majesty  Queen  Elizabeth  II 
Supplier  of  Carpets 


RARE  AND  DECORATIVE  TAPESTRIES, 
CARPETS  AND  RUGS 


An  excellent  18th  Century 
Beauvais  Tapestry  from  a  series  of  the 
"History  of  Don  Quixote",  the  scene 
surrounded  by  rich  decoration  on  a  yellow  ground. 
13'3  x  87  404cm.  x  262cm.  Ref.  1229 


Member  of  The 
British  Antique  Dealers 
Association  Ltd. 

70  South  Audley  Street, 
Mayfair,  London,  W1Y0FE. 
01  -493  5288 
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In   ■,>•>"  UN  rMF  N!  ID  HKR  MAJFSI1  I  III  i;l  UN 
CAM  DSMI  I  H  M  KIIWN  Jl  Wl  1  I  I  RS.  OARR  ARD  &  <  <>  I  ID  I  <>MX>N- 


GAR  RAR  D 

The  Crown  Jewellers 

1 12  REGENT  STREET    LONDON  WIA2JJ     fELEPHONE: 01-7347020 


Silver  by  Robert  Garrard 

A  set  of  three  gilt  caskets. 

The  largest  measures  10  inches  in  length 

and  the  two  smaller  ones  are  4V4  inches  square. 

Date  Victoria,  1840. 


H\  *HPOIM\IIM  III  HhR  MAJI-M  >  I  HI  (JIM  N 
[)SMITHS*<  ROWN  Jl  Ml  1  t  Rs  GARRARD  \  (  O  I  II)  |  ON  DON 

GAR  RAR  D 

The  Crown  Jewellers 


112  REGENT  STREET     I  ON  DON  WIA2JJ    TEl  FPHONE  01-734  7020 


Augsburg  Kunst- 


Auktionshaus  Pefzold 


D-8900  Augsburg,  Maximilianstr.  53,  Tel. /0821  -33724/25  Auktionen  von  Anti- 
quitaten,  Kunstgegenstanden  und  Photographica  mehrmals  im  Jahr 


Nachste  Auktion 


Photographica 


LOktober 


Historische  und  klassische  Kameras- Daguerreotypien- 
Photographie  -  Photo-Literatur 

illustrierter  Katalog  DM  12. — 
Deutschlands  Spezial-Auktion  fur  Photographica. 


Lovis  Corinth 

Exhibition  26.  September- 
24.  October  1976 

German 
Expressionism 

Exhibition  16.  January  — 
13.  February  1977 

Catalogues  on  request 


Kunstgalerie  Esslingen 

Inh.  R.  Jentsch  73  Esslingen,  Holderlinweg  136,  Germany 


40    The  Connoisseur,  September,  1976 


Gotischer  Wangentisch 

Sudtirol  urn  1520 
Nadelholz  mit  reliefiert 
geschnitztem  Bandornament. 
In  vollkommen  orginaler  Erhaltung 
Hone  76  cm 
Breite  83  cm 


Bronceleuchter 

venezianisch 
16.  Jahrhundert 
Ziselierte  rundfigurliche  Treibarbeit 


Internationaler  Kunsthandel 


Wir  bieten  an:  Kostbare  antike  Dosen  und  Kaminuhren  ■  Mobiliar  vonder  Spatgotik  bis  zum  Jugendstil  •  Kunstobjekte 
der  Belle  Epoque  ■  Wertvollen  alten  Schmuck  •  Bedeutendes  Silber  des  1 7.,  18.  und  19  Jahrhunderts  ■  Malerei 
aus  drei  Jahrhunderten  •  Erlesene  Seidenteppiche  ■  Skulpturen  alter  Meister.  AuBerdem  em  standiges  Angebot  an 
interessanten  und  preiswerten  Objekten  furjungeSammler  ■  Wirfreuen  uns  auf  Ihren  Besuch. 


DESPORTES,  Alexandre  Francois  (1661-1743) 
"Jagdstilleben",  sig.  und  dat.  1711, 
01/Lwd.,  138  x  111  cm 
(Lit.  La  peinture  du  Louvre,  Ecole  francaise 
XVIIe  et  XVIIIesiecle,  p.  103,  Abb.  209  und  210) 

ERSTES  NURNBERGER  KUNST-  UND  AUKTIONSHAUS 


85  Niirnberg  -  Miihlgasse  1-5,  Telephone  0911-227698 


W-Germany 


V. 


Paar  feuevergroldete  Appliquen. 
Paris  urn  1800. 


Jxirgen  A.  Fitze 

SPEZIALITAT:  EMPIRE  UND  BIEDERMEIER 
ANTIQUITATEN  —  KLEINKUNST 

8  MUNCHEN  2,  BARER  STRASSE  32,  TELEFON  28  42  83 
ijom  VOM  KAROLINENPLATZ  RICHTUNG  PINAKOTHEK 


K.  H.  POHL 

Scientific  Instruments 
Fischmarkt  cD-cKOLNi  Tel:  2464^ 


Early 
Time  keepers 


Sundials 


Astronomical 
instruments 

Microscopes 

Surveying 
instruments 
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GALERIE  ALMAS 

ART  &  ANTIQUES 

Buying,  Selling,  Advice 


KONSAL-TISCH 

Bayern  1730/40,  Spatbarock  reich  geschnitzt,  mit  originaler  Stuckplatte. 
Lit  :  Kreisel  "Die  Kunst  des  deutschen  Mobels"  Spatbarock  und  Rokoko 

Band  II  Nr.  1115 
Hone  78cm,  Lange  1.46m,  Breite  73cm. 

18th  Antique  Furnishings 
Porcelain  Faience 
Barock  Silver      Oriental  Carpets 
Painting  and  Sculpture. 

Galerie  Almas,  prop.  Mimi  tho  Rahde 
Wittels  bacherplatz  6,  Munich. 
Entrance  Briennerstrasse,  W.  Germany. 
Tel  :  89/281757 


superb  pair  of 
Georgian  Silver 
Wine  Coolers  by 
Benjamin  Smith. 
London  1807. 
Thirteen  inches  high, 
10  inches  wide. 


Write  for  new 

illustrated  catalogue,  S2-50 

Direct  Importers  of  British  Antique 
Furniture,  Silver,  Old  Sheffield  and 
Decorative  Accessories 
Member  of  the  Art  and  Antique  Dealers 
League  of  America.  Inc. 


Wakefield-Scearce  Galleries 


5  KOLN  I 
N  E  U  M  A  R  KT  I 
RUF:  21  13  73-74 


ANTIQUITATEN 
INNENEINRICHTUNG 

BELEUCHTUNCEN 
INNEN-ARCHITEKTUR 
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Heinrich  Kreisel/Georg  Himmelheber 

Die  Kunst  des  deutschen  Mobels/ 
The  Art  of  German  Furniture 

Mobel  und  Vertafelungen  des  deutschen  Sprachraums  von  den  Anfangen  bis  zum 
Jugendstil 

Band  I:  Heinrich  Kreisel,  Von  den  Anfangen  bis  zum  Hochbarock 

2.,  durchgesehene  und  erganzte  Auflage  1974.  VIII,  396  Seiten  mit  40  Abbildungen  im 
Text,  698  Abbildungen  auf  304 Tafeln  und  1 0  Farbtafeln.  Leinen  DM  280, — 

Band  II:  Heinrich  Kreisel,  Spatbarock  und  Rokoko 

1970.  VII,  475  Seiten  Text  mit  31  Textabbildungen  und  16  Farbtafeln  dazu  ein  Bildteil  mit 
1 1 56  Abbildungen  auf  352  Kunstdrucktafeln.  Leinen  DM  340,  — 

Band  III:  Georg  Himmelheber,  Klassizismus,  Historismus,  Jugendstil 

1973.  XI,  417  Seiten  Text  mit  28  Textabbildungen  und  12  Farbtafeln,  sowie  1161  Abbil- 
dungen auf  376 Tafeln.  Leinen  DM  378,  — 


Klaus  Maurice 

Die  deutsche  Raderuhr/ 
German  Clocks 

Kunst  und  Technik  des  mechanischen  Zeitmessers  im  deutschen  Sprachraum.  In  2  Banden. 
Beide  Bande  zusammen  etwa  900  Seiten  mit  etwa  1440  Abbildungen  auf  400  Kunst- 
drucktafeln und  etwa  170  Abbildungen  im  Text,  sowie  18  Farbbildern.  Subskriptionspreis 
bis  31.  1.  1977  DM  398,  --  Normalpreis  ab  1.  2.  1977  DM  480,  --  (Die  Bande  werden 
nur  zusammen  abgegeben) 


Hans  Huth 

Abraham  und  David  Roentgen  und 
ihre  Neuwieder  Mobelwerkstatt/ 
Abraham  and  David  Roentgen.  The 
Neuwieder  Furniture  Workshop 

1 974  neue  veranderte  und  erweiterte  Auflage  der  Ausgabe  von  1 928.  VI 1 1,  1 1 6  Seiten  Text 
mit  288  Abbildungen  auf  144  Kunstdrucktafeln  und  3  Farbtafeln  im  Text.  Leinen  DM 
138, — 


Verlag  C.  H.  Beck,      8000  Munchen  40,      Wilhelmstrasse  9,  Germany 


4) 


Including  loans  from : 

The  Metropolitan  Museum,  New  York 

The  Museum  of  Modern  Art,  New  York 

The  New  York  Public  Library 

The  Fogg  Art  Museum,  Harvard  University 

The  Boston  Museum  of  Fine  Arts 

Art  Institute  of  Chicago 

The  Evergreen  House  Foundation,  Baltimore 

The  Ashmolean  Museum,  Oxford 

The  Stravinsky-Diaghilev  Foundation 

The  Tretiakov  Museum,  Moscow 

The  Russian  Museum,  Leningrad 

The  Theatre  Museum,  Leningrad 
etc. 


EDINBURGH:  21  August  -  11  September  1976 
12  Great  King  Street,  Edinburgh  3 

LONDON:  16  September  -  9  October  1976 
148  New  Bond  Street,  London  W.I 

The  Fine  Art  Society  Ltd 


1876 


cex'i  t;\ar\ 


1976 


The  Pilgrim 

("Le  Dieu  Bleu")  1912 

17x11(43x27.5) 


46   The  Connoisseur,  September,  1976 


v 


STAIR 


&  COMPANY 


A  very  rare  William  and  Mary  Mirror  with 
bevelled  mirror  borders;  the  gilded  cresting 
surmounted  by  an  armorial  crest.  English,  c.  1700. 

measurements  :  4'  10%"  wide  x  4'  2i"  high  overall 


You  are  cordially  invited  to  visit  our  new  showrooms  -  still 
at  120  MOUNT  STREET  -  where  we  will  continue  to 
have  a  varied  selection  of  fine  English  furniture  of  the  17th 
and  18th  centuries 


1 20  Mount  Street 
London,  W1Y  5HB 

1334  Worth  Avenue  Phone:  01  -499  1784/5  59  East  57th  Street 

JPalm  Beach,  Fla,  33480  New  York,  N.Y.  10022 

IPhone:  305-655-0744  Member:  The  British  Antique  Dealers'  Association  Ltd.  Phone:  212-355-7620 

The  National  Antique  and  Art  Dealers'  Association  of  America 


Wir  weisen  unsere  verehrten  Kunden 
darauf  hin,  dass  wir  neue 
Geschaftsraume  bezogen  haben. 

We  would  like  to  inform  our  clients  that 
our  new  gallery  and  showroom 
is  now  open  at  the  following  address. 


Galerie  Bubenikc 

Europaische  Gemalde  des  19.  und  FrLihen  20.  JH. 

Bronzefiguren 

Brienner  Strasse  5,  8000  Munchen  2,  Telefon  089/29  72  24 
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KUNSTHAUS  LEMPERTZ 


est.  1845 


Thomas  Hargreaves  (1775 
1846  Liverpool)  bez. 
und  datiert  1819. 
Miniatur  auf 
Elfenbein 
H.  10.2  cm.  Br. 
8  cm.  In 
originolem 
roten  Lederetui. 


Moritz  Michael 
Daffinger  ( 1 790  -  1 849 
Wien)  bez.  rechts.  Min 


Robert  Theer  (1808- 
1863  Wien) 
bezeichnet  rechts. 
Miniatur  auf 
Elfenbein . 
H.  16.8  cm. 
Br  .  1 2 . 1  cm. 


tur  auf  Elfenbein. 
.  8.2  cm.  Br.  6.8  cm. 
In  originalem  grunen  Lederetui. 


from  a  collection  of  240  very  important  miniatures  and  gold  boxes,  auction  on  24th  November  1976. 

555  Lempertz  Fine  Art  Auction 

24th  —  27th  November  1976 

PAINTINGS  -  SCULPTURE  -  OBJETS  D'ART 
MINIATURES  AND  GOLD  BOXES 

553  LEMPERTZ  AUCTION    "PHOTOGRAPHICA"    1 5th  September ;  collection  of  old  cameras  and  instruments. 

554  LEMPERTZ  AUCTION    FAR  EASTERN  ART    12th  and  13th  November;  China -Japan -South  East  Asia. 
556  LEMPERTZ  AUCTION    MODERN  ART   3rd  and  4th  December;  Paintings  -  Watercolours  -  Sculpture  -Engravings. 

PLEASE  WRITE  FOR  OUR  CATALOGUE 
5000  KOLN  1.  NEUMARKT  3.  WEST  GERMANY.  TEL:  21  02  51 


STUTTGART  SALES 


FINE  ARTS  AUCTION 
4th  -  6th  October  1976 


ANTIQUES  -  PAINTINGS  -  GRAPHICS 
FURNITURE  -  FAR  EASTERN  ART 
ANTIQUE  WEAPONS  -  and  other  works  of  art 

SPECIAL  CARPET  AUCTION 
9th  October  1976 

OUTSTANDING  TURKOMAN  COLLECTION 
VERY  FINE  CARPET  COLLECTION  OF  THE 
LATE  MR.  OTZTURK  OF  HEIDELBERG,  a.o. 

FULLY  ILLUSTRATED  CATALOGUES 
DM  10  each 

D7000  STUTTGART  1 
HASENBERGSTRASSE  31 

TEL.  0711/61  33  77  &  61  33  87 

Dr.  FRITZ  IMAGEL 


Meiben  Purzcllaii  Dcchcldose  mit  fatbigcn  Chinoisericn 
um  1723-24.  Hohe  8  cm. 

KUNSTSALON  H.  SAAL 
IN  HANNOVER 

ANTIQUITATEN  -  FRUHE  PORZELLANE 

FRIEDRICHSWALL  13  •  3000  HANNOVER 
TELEFON  0511  /  32  87  70 
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Adrian  Alan  Ltd 


A  SELECTION  FROM  OUR  SHIP  STREET  SHOWROOMS 


From  our  London  collection 

An  attractive  pair  of  George  1 1 1  lea  caddies 
contained  in  a  Japanese  lacquer  case  with 
Chidon  decoration.  The  engraving  is  worthy  of 
note:  the  arms  are  for  Eliot  and  the  sides  are 
engraved  with  reversed  initials  while  the  rear 
panel  has  the  owner's  initials  T.  E. 
The  caddies  were  made  in  L  ondon  b  y  Daniel 
Smith  and  Robert  Sharp  in  1 762. 

Height:3j  ins.  Weight:  25  ozs. 





•r, 


 W 


S.).SHRUBXX 


Our  London  and  New  York  collections 
feature  antique  silver  of  the  highest  quality 
and  always  include  exceptional  and  rare 
pieces  of  interest  to  the  serious  collector. 

Our  collection  of  Old  Sheffield  Plate  is 
also  one  of  the  largest  in  the  country. 


LONDON:  43  MUSEUM  STREET-  LONDONWC1A1LYTEL.  01-4052712  NEW  YORK  1 04  EAST  57th  STREET  NEW  YORK  1 0022  TEL'  0101-21 2-75-38920 
Member  of  the  British  Antique  Dealers '  Association  and  the  National  Antique  and  Art  Dealers '  Association  of  America 


»...thebest 

incWest  Qetman jouthalism« 


That's  what  "The  Times"  said  about  us. 


he  Suddeutsche  Zeitung  is  a 
lember  of  T.E.A.M.,  a  group  of 
4  top  newspapers  in  1 0 
ountries  all  over  Europe, 
he  'Suddeutsche'  has  the 
ighest  circulation  of  any  of  the 
iree  German  members,  (F.A.Z., 
\le\X  and  Suddeutsche)- 
04,225  copies  average  Monday 
)  Saturday,  2nd  guarter  1976. 

outh  Germany,  Suddeutsche's 
ome  ground,  is  the  fastest 
<panding  business  area  in  the 


Federal  Republic,  and  it  isJhere 
that  the  industries  of  the  future 
are  concentrated. 

Anyone  interested  in  keeping 
in  touch  with  this  booming 
market  and  its  affluent  society  . 


needs  the  Suddeutsche  Zeitung. 

The  Suddeutsche  means  direct 
contact  with  a  fastidious  reader- 
ship demanding  authoritative 
information  to  a  very  high 
standard. 


SiiddeuTscMcZciTung 

The  world's  newspaper  from  Munich.  A  member  of  the  T.E.A.M.  group 
(Top  European  Advertising  Media). 


DosStreiflicht 


KUNST&PREISE 


Eim  BnUg  der  Siddoiiscin  ZlitHMg  fur  .h,  und  Mul  K«*  •  Aukliooe*  mi  AusOtUmgn  ■  21.  April  1976 


Auftrieb  auf  dem  Kunstmarkt? 

Nach  den  crslcn  Aukiioncn  dieses  Fruhjahrs 


Ein  Auto  oder  eincn  Osiris 


Bcsser  ;>ls  ervsartet 


Friihiahrsauklioiicn 
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J  LI  J 

de  havilland 


avilland  (antiques)  ltd 

48  Sloane  Street,  London  SW1X  9LU 
01  -235  3534 


Set  of  eight  George  III 
Sheraton  Mahogany  chairs 
(six  plus  two  armchairs) 
with  lyre  backs. 


We  specialise  in  sets  of  18th  century  chairs, 
tables  and  sideboards. 
Trade  enquiries  welcome. 


Established 
1783 


ACKERMANNS 


Telephone 
01-493  3288 


3  OLD  BOND  STREET 


LONDON  W1X  3TD 


View  of  St.  Pauls  and  Blackfriars  Bridge  from  the  Temple  by  J.  L.  AGASSE  (1767-1849). 
Painted  in  1815.  Canvas  size  24  x  38+  inches. 

SPECIALISTS  IN  FINE  SPORTING  PAINTINGS,  WATERCOLOURS  &  ENGRAVINGS 
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die  Runst 


is  publishing  articles 
on  history  of  art  for  a 
better  understanding  of  Old 
Masters'  works;  contributions 
and  discussions  on  modern  art. 


die  Runst 


carries  the  latest  news  from  the  art  market: 
auctions  -  exhibitions  -  fairs  and  museums.  Reviews. 


die  Runst 


is  dealing  with  all  kinds  of  creative  activity  in  art:  paint- 
ing -  sculpture  -  graphic  art  -  architecture  and  interior  design. 


die  Runst 


is  the  oldest  German  art  journal  (founded  in  188))  offering  in  each  issue  most 
interesting,  engaging  and  informative  features,  i.  e.  "international  art  scene". 


die  Runst 


comes  out  monthly  with  detailed  summaries  in  English. 


Please 
send  me 


t 


Subscription  rate  for  one  year  DM  96,-/£18.00/US-$38.00 
for  three  years  DM  230,-/£43.50/US-$90.00 

Published  by 

VERLAG  KARL  THIEMIG 
P.  0.  Box  90  07  40 
D-8000  Miinchen  90 
West-Germany 


a  free  sample  copy  □ 
annual  subscription  Q 
three  years  subscription  □ 
»Die  Kunst  und  das  schone  Heim« 


Name 


Address 


H.  W.  KEIL 

TUDOR  HOUSE 
BROADWAY 
WORCS. 

Tel:  038-681  2408 


An  exceptionally  good  quality 
dresser  fitted  7  drawers  and  centre 
cupboard.  The  colour  and 
patinated  surface  are  original. 
Circa  1700 

6  '6"  long    I'll"  wide    3 '0"  high 


27  MOUNT  STREET,  MAYFAIR,  LONDON,  W.l 

The  above  showrooms  specialise  in  17th  and  18th  century  oak  and  walnut 


Originators  of  the  famous  Keil's  wax  polish 


KUNSTHAUS  AM  MUSEUM 


Drususgasse  1-5, 


CAROLA  VAN  HAM 
D-5  COLOGNE  -  GERMANY 

near  Wallraf'-Richartz-Museum 


Phone  0221/23  81  37 
and  23  75  41 


69th  AUCTION  ANTIQUE  FURNITURE  -  OBJECTS  OF  ART  IN 

10th  -  13th  NOVEMBER  1976    PEWTER,  BRASS,  COPPER,  PORCELAIN,  SILVER 

AND  GLASS  -  ART  NOUVEAU  -  ART  DECO  - 
ART  MODERN  -  SCULPTURES  -  MINIATURES- 
ICONS  -  PAINTINGS  BY  OLD  AND  MODERN  MASTERS 
OLD  AND  MODERN  ENGRAVINGS 


On  view :  30th  Oct 
(Except  Sunday) 


8th  Nov. 


70th  AUCTION  NON-EUROPEAN  ART 

1st  and  2nd  DECEMBER  1976  ANTIQUE  CERAMICS  AND  FINE  GLASS 

CARPETS 

On  view:  25th  Nov.  -  30th  Dec. 
(Except  Sunday) 


Richly  illustrated  Catalogues  on  request 
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F.A.Z. 
opens  the  door  to 
Germany. 


First  steps  into  Germany  are  most  effectively  made 
through  Frankfurter  Allgemeine  Zeitung  because  - 

F.A.Z.  is  the  national  quality  daily  newspaper 
which  publishes  most  information  on  the  art  market. 

F.A.Z.  carries  more  antiques  advertising  than  any 
other  German  national  daily  paper  (8018  advertisements 
in  1974). 

F.A.Z.  is  the  daily  paper  which  is  read  by  dealers 
and  collectors. 


For  more  information  contact  John 
Daniels  or  Vera  Uhlmann  at  Frankfurter 
Allgemeine  Zeitung,  37  Brompton  Road, 
London  S W3  IDE,  or  phone  us  on 
01-235  7982  or  01-581  2326  ext.  7. 

Alternatively  please  apply  direct  to 
Frankfurter  Allgemeine  Zeitung,  P.O.  Box 
2901,  6  Frankfurt/ Main  1,  West  Germany. 
Phone  75911. 


ranffurter  Allgemeine 


ZEITUNG  FOR  DEUTSCHLAND 
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hi  Brtiton  Street 

Algernon  Asprey 


An  exceptionally  small  and  rare 
William  and  Mary  walnut  chest  on  stand, 
in  fine  original  state.  English,  circa  1690 

Height:  3'  8"  Width:  2'  1"  Depth:  V  3" 


From  England .  .vl 

A  beautiful  Sheraton  yew  wood  lady's  desk  of 
exceptionally  fine  proportion  aind  colour.  Circa 
1800.  36  inches  wide,  17  inches  ijeep,  42  inches 
high.  Top  shelf,  8  inches  deep,  closed;  15}A  inches 
deep,  open.  SI, 700.00. 


A.S.l.D.  MEMBERS 
Louise  A.  Mendel 
Julian  DePree 
Jack  R.  Blankenburg 


ALGERNON  ASPREY,  27  BRUTON  STREET, 
LONDON  W1X  8HA. TELEPHONE:  01-629  2608. 
CABLES:  ALGYASPREY  LDN.  TELEX:  21142 


1000  HAMILTON  AVE.,  LOUISVILLE,  K.Y.  40204  TEL(502)  587-661 1 


-LIAM  H.  STOKES 

'  OVERTON  HALL,  OAKHAM,  RUTLAND. 
LEPHONE:  SOMERBY  (066  477)  302 

W.  H.  Stokes    P.  W.  Bontoft 


iber  of  The  British  Antique  Dealers'  Association 


EXHIBITING 

Dgate  Antiques  Fair.  Stands  44  and  45 


An  important  oak  Elizabethan  open  buffet  with 
carved  bulbous  supports  and  carved  frieze  to  each 
tier,  the  central  frieze  containing  a  drawer,  c.1600. 
Width  4ft.  2iins.,  depth  1ft.  8ins.,  height  3ft.  1 0  ins. 


A  superb  oak  table  with  fold-over  top,  carved  frieze 
containing  a  drawer  and  bobbin-turned  legs  with 
stretchers,  c.1660.  Width  4ft.  O^in.,  depth  1ft. 
1  l^ins.,  height  1ft.  4Jins. 


"Captain  of  the  Guard" 
Ferdinand  Roybet  1840-1920 
Panel  size-39i"x28"-cm.  100x70 
Outside  frame  -  46i"  x  36"  -  cm.  1 1 6  x  90 


"In  Toronto" 
Fine  Paintings  by 
recorded  artists 


including  works  by: 

W.  Anderson,  H.  Andrews,  Berne  Belecour,  F.  A.,  Bridgman 
Arnesby  Brown,  R.A.,  J.  B.  Burgess,  A.  de  Breanski,  Philip  H. 
Calderon,  D.  Y.  Cameron,  Ivan  Choulste,  F.  C.  Compte, 
E.  Detaille,  P.  C.  Dommersen,  Jules  Dupre,  Dietz  Edzard,  Augustus 
Egg,  Suzanne  Eisendieck,  R.  Ernst,  Th.  Frere,  Frederick  Goodall,  R.A., 
Paul  Grolleron,  Leon  L.  I'Hermitte,  J.  J.  Henner,  Joseph  Highmore, 
W.  Lee  Hankey,  Chas.  Jacque,  Dame  Laura  Knight,  Ridgway  Knight, 
Carl  Kronberger,  Sir  Edwin  Landseer,  L.  Lassalle,  B.  W.  Leader, 
Franz  von  Lenbach,  A.  A.  Lesrel,  Jonas  Lie,  T.  M.  F.  Lybaert, 
Constantin  Makovsky,  Han  van  Meegeren,  Franz  Moormans,  Adrien 
Moreau,  Wm.  J.  Muller,  H.  H.  Parker,  Ch.  Pecrus,  Sidney  Percy, 
B  Pothast,  Allan  Ramsey,  Sir  Henry  Raeburn,  Antonio  Reyna,  Lucio 
Rossi,  Ferdinand  Roybet,  W.  Dendy  Sadler,  Eisman  Seminowsky, 
Charles  Towne,  F.  W.  Watts,  Felix  Ziem  and  others. 


FREDERICK  TUMI  GALLERIES 

194  Bloor  Street  West 
(just  west  of  Park  Plaza  Hotel) 
Toronto  M5S  1TB,  Canada 

Telephone:  416-921  3522 
Area  Code:  416 


ARTHUR  BRETT  &  SONS  LTD 


Member  of  the  British  Antique  Dealers'  Association  Ltd 
ESTABLISHED  1870 


42  SAINT  GILES,  NORWICH  NOR  16E,  ENGLAND 
Telephone:  0603  28171 

Saturday  by  appointment 


58  The  Connoisseur,  September,  1976 


Bonhams  at  Balmanno  Castle 

Perth,  Scotland.  September  14th  and  15th. 
Auction  Sale  on  instruction  from  the  Hon.JJVLE.  Bruce 
and  other  private  owners  in  Scotland. 

Important  two  day  auction  of  English  and  Continental  furniture;  English,  Scottish  and  Continental  paintings  and 
prints;  silver;  clocks  and  bronzes;  Oriental  carpets  and  rugs;  arms  and  armour;  sporting  guns;  trophies; 

works  of  art;  objects;  miscellanea;  books;  wines  and  spirits. 
On  View:  11th,  12th  and  13th  September  10am- 5  pm  Sale  starts  each  day:  10am 
No  Buyer's  Premium  will  apply  at  this  sale.  Illustrated  Catalogue  price  £1  50  (£3  including  postage  and  packing). 


Philipp  de  Loutherbourg,  St.  Paul's  Harbour,  Malta,  oil  on 
canvas,  signed  and  dated  1784. 27  x  41"  (68  5  x  lOOcrrs). 

To  be  sold  at  Balmanno  C  Castle. 


A  George  III  mahogany  rent  table,  4ft  6"  diam  (138 cms) 

To  be  sold  at  Balmanno  Castle. 


Theodore  Ceriez,The  Art  Dealers, oil  on  panel,  signed, 
10'/2  x  141 2"  (26-5x36cms). 

To  be  sold  on  the  9th  September  at  the  Montpeher  Galleries 


Auction  in  Newport,  Rhode  Island,  USA. 

Marine  Paintings, Watercolours,  Drawings  and  Prints. 
Sunday  5th  September  1976  at  3pm 
At  the  Gushing  Memorial  Gallery 
(Art  Association  of  Newport,  RJ.) 
76  Bellevue  Avenue,  Newport,  Rhode  Island. 
Viewing  Friday  3rd  2pm-8pm  Saturday  4th  10am-8pm 

Illustrated  Catalogues  £2  or  £2  50  by  post  from 
Bonhams  Head  Office  or  Masei-Laurence  Enterprises  Inc, 
Apt  34, 300  East  71st  Street,  New  York  City  10021,  NY 


Montpelier  Street,  Knightsbridge, 
London  SW7 1HH.  Telephone:  01-584  9161. 


September  Sales  at  the  Montpelier  Galleries 


3rd.  Porcelain  and  Works  ol  \rt. 


5th.  Marine  Paintings  (at  the 
Cushing  Memorial  Gallery. 
Rhode  Island,  USA.3  pm). 
7th.  Jewellery. 
8th.  Prints. 

9th.  English  and  Continental 
Furniture. 

9th.  Selected  European  Paintings. 
10th.  Porcelain  and  Works  of  Art. 


Hth.  Silver  and  Plate. 

Hth.  House  Sale,  Balmanno 

Castle,  Perth  (parti). 

15th.  House  Sale,  Balmanno 

Castle,  Perth  (part  II). 

15th.  20th  Century  Paintings  and 

I  )rawings. 

16th.  English  and  C  Continental 
Furniture. 

16th.  I7th,18th&19th(  enturj 

Eun  ipean  Paintings 

17th.  Porcelain  and  Works  of  \rt. 


21st.  Post  War.  I  rtoroughbred 
Automobiles  (at  the  R.H.S. 
Old  Hall,  Vincent  Square, 
London  SWT.  7  pm). 
21st.  Fine  Wines 
22ml  Watercolours  and  Drawings. 
23rd.  English  and  Continental 
Furniture 

23rd.  17th,18th&  19th  Century 

Eun  ipean  Paintings. 

2-tll>  I'cinrlain  and  VViirks  nl  \rt. 


28th.  Silver  and  Plate. 

29th.  Printed  Books 

30th.  English  and  Continental 

Furniture 

30th.  17th,  18th  &  19th  Centurj 
European  Paintings. 


All  sales  start  at  Ham, 
I  bless  otherwise  stated. 


W&FC.BONHAM 

AND  SONS  LIMITED. 

8  Atholl  Crescent, Perth, Scotland. 

Telephone  Perth  (0738)  32302. 

Rue  Pedro-Meylan  1, Geneva. 

Switzerland.  Telephone  36  60  92. 

I.angwith  Mill  House, 

Nether  Langwith,  Mansfield, 

Nottinghamshire. 

Telephone  Shirehrook  3639. 


KATE  FOSTER  LTD  FINE  EUROPEAN  CERAMICS 

17  Ryder  Street,  London  SW1Y  6PY  Telephone  01-839  5040  Cables  Katefoster  London  SW1 


Meissen  Service,  painted  with  landscapes  probably  by  Christian  Friedrich  Herold,  K.P.M. 

marks  and  crossed  swords,  u.m.  1725. 


BRIAN  L.  KOETSER 
GALLERY 

OLD  MASTER  DRAWINGS 
38  Duke  Street  St.  James's  London  SW1Y  6DF 


- 


Pieter  Jansz  Quast  (1606  Amsterdam  1647) 
"The  Happy  Alchemist" 
Black  Chalk  on  Vellum  206  x  189  mm 
signed  with  monogram 

Telephone:  01-930  6309 


THE  ELEVENTH  ANNUAL 


Cheltenham 
Antiques  Fair 


THE  PITTVILLE  PUMPROOM 

Cheltenham 

WEDNESDAY  -  SATURDAY 
SEPTEMBER  22nd  -  25th 
11  am  -  9  pm  daily 

Furniture  pre -1830, 
other  antiques  pre- 1870 


60    The  Connoisseur,  September,  1976 


Si*./..  //.  t/.uir?  /fa 


"WHAT  THE  WORLD  NEEDS  IS  A  GOOD  $5000  PORTRAIT" 

CHARLES  MERRILL  MOUNT 


Last  of  the  international  portrait  painters,  the  works  of  Charles 
Merrill  Mount  are  found  as  often  in  Paris,  Venice,  and  New  York,  as 
in  England  and  Ireland.  He  is  also  that  rare  phenomenon  in  the  art 
world  of  today,  a  practicing  artist  with  a  University  education  which 
has  enabled  him  to  carry  on  a  second  career  as  "expert"  and  biographer 
of  John  Singer  Sargent,  Gilbert  Stuart,  and  Claude  Monet. 

(by  appointment) 
230  Beach  146  Street 
Neponsit,  New  York,  11 694 
(212)  945-1279 


Frank  E.  Fowler 

Representing 

Andrew 
Wyeth 


by  appointment  only 

P.O.  Box  247 
Lookout  Mountain,  Tennessee  37350 
Telephone  (615)  821-3081 
TELEX:  558  354— ANSB  TRANSWORLD  CTA 


8 1  x  8 1  cm. 


A  LITHOGRAPHIC  PRINT 

in 

LIMITED  EDITIONS 

by 

ANTHONY  BRANDT 


1st  EDITION  limited  to  75  proofs  numbered 

and  signed  by  the  Artist  £75  ($150) 

2nd  EDITION  limited  to  500  proofs  also 

numbered  and  signed  £50  ($  1 00) 

3rd  EDITION  limited  to  10,000  proofs 

numbered  but  not  signed  £20  ($40) 

Printed  in  black  and  white  under  his  personal  supervision  on 
the  same  Mi-Tientes  terre  verte  paper  upon  which  he  draws 
and  conceived  as  a  rondel  by  Anthony  Brandt,  this  superb 
Lithographic  Print  has  the  unusual  facility  of  looking  equally 
beautiful  from  any  angle.  Turn  it  upside  down,  turn  it  on  its 
left  side,  on  its  right  side  revolve  it  slowly,  and  you  will  realise 
that  it  w  ill  look  equally  magnificent  either  on  your  ceiling  or  on 
your  wall  hung  whichever  way  up  you  prefer.  Justly  recognised 
as  being  one  of  the  world's  leading  exponents  of  the  Nude  in 
Art  today,  Anthony  Brandt  draws  in  a  classical  style  that  will 
not  date  The  Lithographic  Prints  of  his  work  which  we  have 
been  publishing  in  the  series  have  won  the  acclaim  on  several 
occasions  of  leading  Financial  Journals  not  only  for  their  very 
REAL  INVESTMENT  POTENTIAL,  but  also  for  the  super- 
lative figure  drawing  displayed  therein,  and  for  their  high 
quality  which  renders  them  virtually  indistinguishable  from 
the  originals.  "Love  Enveloping  the  World"  should  therefore 
make  an  immediate  appeal  both  to  connoisseurs  of  art  and  to 
investors.  With  your  order  you  will  receive  free  a  brochure 
illustrating  other  prints  from  original  drawings  by  Anthony 
Brandt.  Trade  enquiries  welcomed. 

BY  POST 

RENAISSANCE  FINE  ARTS  LTD. 
77  NEW  BOND  ST.,  LONDON  Wl 

to  whom  cheques,  Int.  Money  Orders,  etc.  should  be  made 
payable.  Prices  include  postage  and  packing. 


FABERGE 


America's  largest  public  collection  of  the  art  of  Peter 
Carl  Faberge — -housed  at  the  Virginia  Museum  since 
1947 — is  now  illustrated  in  its  entirety.  A  Catalog  of  the 
Lillian  Thomas  Pratt  Collection  of  Russian  Imperial  jewels 
presents  318  objects  superbly  representing  the  genius 
of  the  Faberge  atelier,  in  160  pages  and  249  color  illus- 
trations. Written  by  Parker  Lesley,  now  Curator  of 
Decorative  Arts,  National  Gallery  of  Art,  Washington, 
D.  C.  (Text  prepared  originallv  for  the  1960  volume  The 
Lillian  Thomas  Pratt  Collection  of  Russian  Imperial  Jewels.) 
Send  check  or  money  order  for  $17.50  (plus  postage 
and  handling  fee  of  50  cents,  $1.50  outside  U.S.),  to: 
Virginia  Museum  (CM),  P.O.  Box  7260,  Richmond,  Vir- 
ginia 23221.  Virginia  residents  add  4%  sales  tax. 
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Carriage  Clocks 
at  Carrington 

A  Special  Exhibition  -  August  31st  to  September  24th 


D 


Collectors  and  enthusiasts  should  not  miss  this 
Exhibition,  which  comprises  a  large  and  unusually  interesting 
selection,  principally  of  fine  French  clocks 
of  the  nineteenth  century,  including  the 
examples  illustrated.  Many  of  the  clocks 
on  view  are  outstanding  for  the  quality 
and  richness  of  their  decoration. 


CARRINGTON  only  at  130  Regent  Street,  London  W1R  6HU.  Telephone:  01-734  3727 


0.1 


When  in  Montreal 
Visit:  Dominion  Gallery 

The  Dominion  Gallery  with  Rodin's  Burgher  of  Calais  and  Henry  Moore's 
Upright  Motive  in  front  of  its  building  has  17  rooms  on  4  floors 


H.  Moore 


SCULPTURES 

REDER 

DERAIN 

MARTIN-FERRIERES 

BY: 

"RODIN 

van  DONGEN 

'  MATHIEU 

ARCHIPENKO 

•ROUSSII 

DUFY 

MOLENAEH,  B. 

*  *  A  R  P 

"SCHLEEH 

♦EDZARD 

MOMPER,  F.  DE 

•BARELIER 

•SCHRECK 

"EISENDIECK 

MORRICE,  J.W. 

"BONET 

SPAMPINATO 

FATIN-LATOUR 

NETCHER.C. 

CESAR 

WERTHEIMER 

FEDERICO.  M. 

NEUHUYS,  A. 

"COUTURIER 

"WINANT 

FILMUS.T. 

OSTERLIND,  A. 

"ETROG 

AND  OTHERS 

"GALL 

PERCY,  S.  R. 

"FARKAS 

♦GOMERY 

"OUDOT,  R. 

•FAZZINI 

GRAY,  JACK 

QUINAUX.  J. 

GARGALLO 

PAINTINGSBY: 

HALS,  DIRK 

RENARD.  F. 

"GRECO 

ADRION 

HARPIGNIES 

*  *  RIOPELLE.  J.  P. 

HAJDU 

AIZPIRI 

HEEM,  J.  D.  DE 

* '  ROYBET,  F. 

HAJEK 

BEZOMBES 

van  HEEMSKERK,  E. 

SCHERREWITZ 

•KENNEDY 

BORDUAS 

van  HEEMSKERK,  J. 

SIMON,  T.  FRANZ 

•KUPER 

BRIANCHON 

JURRESJ.H. 

THARRATS 

••MAILLOL 

BRUGNOLI,  E. 

KRIEGHOFF 

UNTERBERGER 

MANZU 

CAMERON, D.Y 

LAVERY 

VERBOECKHOVEN. 

MARINI 

CAMPIGU 

LEPINE 

E. 

*  MATTHEWS 

CARR,  EMILY 

LESIDANER 

VERBOECKHOVEN, 

♦•MINGUZZI 

♦CASSINARI 

LOISEAU,  G. 

L. 

MIRKO 

CAZIN,  J.C. 

LUNY, THOMAS 

"VILALLONGA 

"MOORE 

CHAPELAIN- 

"MAHDY 

WAROOUIER 

"NEGRI 

MIDY 

MARCHAND 

WEILAND 

PAOLOZZI 

DAWSON,  M. 

MARLOW 

AND  400  OTHERS 

"MORE  THAN  TEN  WORKS 

•MORE  THAN  FIVE  WORKS 

DOMINION  GALLERY 

CANADA'S  LARGEST  SELECTION  OF  FINE  PAINTINGS  AND 
SCULPTURES  IN  CANADA'S  LARGEST  ART  DEALER  GALLERY 
CABLE:  DOMGALLERY  MONTREAL  1438  Sherbrooke  West  Montreal 
TEL:  (514)  845-7471;  845-7833 


CLEANERS,  CONSERVATORS,  VALUERS 

OF 

Historic  Tapestries,  Aubussons,  Needleworks  Kelims  and 
Oriental  Rugs  for  three  generations. 

Fragile  immovable  pieces  attended  at  their 
location,  otherwise  transport  is  available 
from  Nth.  America,  U.K.  and  Europe  to  our 
London  workshops. 

Behar  Profex 

International  textile  conser- 
vators and  cleaning 
consultants. 
The  Alban  Building 
St.  Albans  Place 
Upper  Street :  London  Ni  oNX 
Tel:  01-226  0144 


SCHNEIDER 
ANTIQUES 

Introduction:  local  German  department- 
store-chain  with  seven  houses,  fully 
assorted. 

Modern  marketing,  introducing  new  style 
of  architecture  and  interior  decoration 
determinate  our  outstanding.  Since  years 
our  range  includes  art-galleries. 
We  intend  to  set  up  antiquities-depart- 
ments in  our  leading  houses  on  mid- 
october  1976.  Therefore  we  are  looking  for 

business  partners 

who  are  in  condition  to  offer  a  large  pro- 
duct line  and  to  deliver  in  efficient  and 
continuous  way  furniture,  mirrors,  pain- 
tings, grafics,  jewellery,  sculptures, 
watches,  pewter  and  silver  goods,  arms, 
toys,  dolls  and  frames.  If  interested, 
please  send  detailed  offer  to: 

WALTER  O.  FLAMMUTH 
KAUFHAUS  SCHNEIDER, 
Central  Buying  Office,  Dep.  Antiques, 
Goethestrasse  17, 7505  Ettlingen, 
W-Germany 


19th  CENTURY     OVER  175  CANADIAN  ARTISTS     GREAT  EUROPEAN  ARTISTS     OLD  MASTERS 


WANTED  —  WANTED  —  WANTED 


Szymanski  Gallery  is  currently  preparing  an  exhibition  and  catalogue  on  the  master 
works  of  Adolf  Schreyer.  People  interested  in  selling  their  painting  or  having  it  pub- 
lished in  the  catalogue  are  requested  to  contact  Joseph  Szymanski  now. 


ADOLF  SCHREYER  1829-1899 


\ 


Oil  on  Canvas  "Wallachian  Winter'*  27  x  38i  inches 


Szymanski  Gallery 

9510  Wilshire  Blvd.,  Beverly  Hills,  Cal.  90212 
Telephone  (213)  276-0507,  394-8901 


antra  in  fhe  Middle  Kingdom 
An  Exhibition  ond  Sale- 
September  !5-Ocfober30 


GALERIE  ART  &  ANTIQUES 

DR.  CHR1STA  CACKETT 
AESCHENVORSTADT  37  CH-4051  BASEL 
TELEFON  061  23  09  05 


John  Glover  1767-1849,  canvas  64  x  75  cm. 

FINE  ENGLISH  PAINTINGS 

EXHIBITION  17  Sept.  to  9  Oct.  including  works  by: 
John  Wootton  -  Jacob  More  -  James  Seymour  - 
George  Morland  -  J.  N.  Sartorius  -  J.  C.  Ibbetson  - 
Charles  Towne  -  James  Ward 

Colourslides  sent  on  request 
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El  AMK  Berlin 


AMIOIA 

BERLIN 


with  Special  Show 
"Modern  Living  with 
Antiques" 

Sales  Exhibition  of  the 
Art  and  Antiques  Trade 
Daily  from  11.00  a.m.  -  7.00  p.m. 

Wednesday,  Dec  1, 
until  10.00  p.m. 
Entrance  fee:  DM  5.- 
Reduced  fee  for  pupils, 

students  and 
pensioners  DM  2.- 


Under  the  patronage 
of  Frau  Heidi  Schutz, 
wife  of  the 
Governing  Mayor 
of  Berlin 

Berlin  Information 
(cheap  group  travel, 
accommodation) 
Berlin  Tourist  Office 
Fasanenstr.  7-8 
D-1000  Berlin  12 
Tel.:  (030)  24  01  11 
Telex:  01  83356  vaberdl 


Exhibition  Grounds,  Hall  18, 

Entrance  Hammarskjoldplatz 

(Palais  am  Funkturm) 


Pipehead 

NYMPH  EN  BURG  circa  1757.  Height  7cm 

modelled  by  Franz  Anton  Bustelli 


mttreii 


3  Bury  Street 
St.  James's 
London  S.W.1 
Telephone:  01  -930  4732 


Fritz 
Scholder 

Paintings,  Lithographs, 
Etchings  and  Posters 
are  represented 
in  Chicago  at 
Jack  O'Grady  Galleries,  Inc. 

Suite  2200 
333  North  Michigan  Ave. 
Chicago,  Illinois  60601 
312/726-9833 
i        Weekdays  1 0  to  5 


OCjradcj 


'  Film  Indian,  limited  edition  of  1 60  This  latest  released  lithograph  is  also  appearing 

in  the  recently  published  book  by  Ihe  New  York  Graphic  Society  entitled    Fritz  Scholder  Lithographs 
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PKiflips 

The  Auction  People 


The  impressive  new  salerooms  to  be  known  as  "Phillips  West  2"  at  Salem  Road,  Bayswater. 

Sales  to  be  held  every  Thursday. 

Phillips  have  also  acquired  the  well-known  West  Country  auctioneers,  Jollys  of  Bath. 

The  Green  Collection  of  Arms,  Armour  and  Edged  Weapons. 
The  property  of  the  late  Mr.  Harry  Green  and  sold  on  the  instructions 

of  his  Executors. 


Left :  A  composite  suit 
of  armour,  mainly 
16th  century. 


Right:  top,  a  fine  pair  of 
Scottish  all  steel  belt 
pistols,  18th  century. 

centre:  a  pair  of  percussion 
conversion  pistols  by 
Brainier. 

bottom :  a  pair  of 
18th  century  travelling 
pistols  by  Joyer. 

To  be  sold  by  Phillips  in  Knowle.  in  conjunction  with  Frank  H.  Fellows  &  Sons,  at  The  Old  House, 
Knowle,  West  Midlands  on  Thursday,  October  14  at  11  a.m.  Illustrated  Catalogue  (15  plates)  £1. 

Phillips  the  Auction  People  since  1796. 
7  Blenheim  Street,  New  Bond  Street,  London.  W1Y  OAS.  Telephone:  01-629  6602 
Also  at  Edinburgh,  Knowle  in  West  Midlands.  Leeds.  Dublin.  Geneva  &  Montreal. 

Members  of  t lie  Society  of  Fine  Art  Auctioneers 
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Cradle 
Pat.  No.  168,173 
Sept.  28,  1875 
by  Joseph  Nel  Bach 


Variable  Eccentrics  for  Steam  Engines 
Pat.  No.  113701 
April  11.  1871 
by  S.  Stanton 


PUBLICAUCTION  SALE 

500  ORIGINAL  U.S.  PATENT  MODELS 
Created  1830-1880 


TUESDAY,  NOV.  9,  1976 
10  a.m.  -  Held  on  Premises 

Garrison  Inn,  Route  9D 
Garrison,  New  York  10524 

These  Models  were  Submitted  to 
the  U.S.  PatentOfficeand  Received 
a  Patent  Number.  They  Embrace 
Inventions  of  the  1  9th  Century  and 
Show  the  Ingenuity  of  our  Fore- 
fathers. They  are  a  Visual  Part  of 
our  American  Heritage. 


EXHIBIT:  MON.,  Nov.  8-10a.m.-5  p.m. 

1 1 1  us.  Catalog  $2.50  -  lllus.  Brochure  on  Request. 
Terms:  Cash  or  Certified  Check 


Washing  Machine 
Pat.  No.  40180 

1863 
by  T.  E.  North 


Corn  Harvester 
Pat.  No.  231  -864 
1880 

by  James  W.  Terman,  Ohio 


O.  RUNDLE  GILBERT 
AUCTIONEER-APPRAISER 


OIUHDLI 


GARRISON,  NEW  YORK  10524 
TEL.  914-424-3657 


The  Death 

One  of  a  set  of  four  coloured  aquatints  by  J.  Harris  from  paintings  by  J.  F.  Herring  Scnr. 

Published  1854 


FRANK  T.  SABIN  LTD. 

Established  1848 


Telephone:  01-499  5553 


Four  New  Bond  Street 

London  W.t.  Cables:  Sabinus  London  W.t. 
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SEND  NOW  for 
this  SUPERB 
Connoisseur's 
Diary 
& 

Appointments 
Book 


This  superb  example  of  craftsmanship  will  be  available 
well  before  Christmas.  But  send  for  it  now  as  only  the  first 
five  hundred  applications  can  be  accepted.  Bound  in 
polished  crimson  calf  hide,  the  gold  blocked  undated  cover 
with  optional  matching  initials  can  be  detached  from  the 
water  silk  slip-in  diary  for  use  with  future  refills.  Each 
spread  of  hand  gilded  pages  presents  a  week  of  the  year 
with  one  column  to  each  weekday  identifiable  by  the 
bound-in  silk  marker  for  easy  reference.  Introductory 
pages  are  of  special  interest  to  Collectors  and  include 
import  and  export  of  antiques,  Sovereigns  of  England, 
English  Clockmakers,  Porcelain  Factories,  Painters,  Silver 
Marks,  Chinese  dynasties,  and  much  else  besides. 
The  Diary  and  Appointments  Book  is  sent  to  you  in  a 
specially  designed  protective  container.  Overall  size  io"x  7 J :". 


PRICE 

Diaries 

U.K.  £15.00  + 
Europe  £15.00  -f- 
Elscwherc  £15.00  + 
U.S.A.  S29.00  + 


Refills  only 
U.K.  £540  + 
Elsewhere  £5.40  -j 
U.S.A.  $9.60  4- 


Postage  &  Packing 
•Sop 

£2.25 
£3-00 
$3.50 


£0.20 
£1.00 
$3.40 


Total  per  diary 
£!7.25 

£18.00 
$34.50 


X  5.60 

£  6-4° 
S13.00 


ORDER  FORM  VAT  No.  23 cS  3874  23 

TO:  The  Connoisseur,  CHESTERGATE  HOUSE,  VAUXHALL  BRIDGE  ROAD,  LONDON,  SWiV  iHF 

(Reg  Office)  Reg  No.  1 12955  England. 

Please  send  me  Copies  of  The  Connoisseur  Diary  and  Appointments  Book  for  1976.  Amount  

Mr/  Mrs/Miss  

If  required,  please  state  initials   2nd  Copy   3rd  Copy  

Address   


COLNAGHI'S 


English  Watercolours 
Drawings  and  Paintings 


21st  September- 2 ist  October 


14  Old  Bond  Street, 
London,  W.l. 


Telephone:  01-491  7408 
Cables :  Colnaghi,  London 


Mon  -  Fri  9.30-6.0  pm 
Sats  10-1.0  pm 


WILLIAM  BLAKE  Every  Man  also  gave  him  a  Piece  of  Money. 
Grey  and  blue  wash  and  pencil  with  touches  of  pen  and  black  ink,  227  x  1 77  mm 


American  Art 
1750-1800: 
Towards 
Independence 

Paintings,  Furniture, 
Textiles,  Glass,  Pewter, 
Silver  Ceramics,  Prints 


Sponsored  by  The  Pilgrims 
Co-organisers: 

The  Yale  University  Art  Gallery, 
The  Arts  Council  of  Great  Britain, 
and  the  V&A 


Victoria  and  Albert  Museum 


15  July  to  26  September  1976.  Admission  50p 
Weekdays  10.00-17.50  Sundays  14.30-17.50 
Nearest  underground :  South  Kensington 


Classical  Oriental  Art 

George  L.  Hartl 

D-8351  Schloss  Egg,  Tel:  09905/289 
Gallery:  8  MUNCHEN  2 

Westenriederstr.  27,  Tel:  089/295733 
On  special  exhibition:  A  highly  important 

collection  of  KHMER  ART 
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Au  Grand  Palais  a  Paris 
du  23  septembre  au  10  octobre  1976 


£a 
VUFBiennak 


Ouvert  tous  les  jours  de  11  h  a  23  h 

et  le  dimanche  de  10  h  a  20  h 

metro  :  Champs-Elysees-Clemenceau 
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Tuesday,  October  5th 

Fine  Japanese  Works  of  Art 

The  Properties  of  Lady  Cynthia  Postan  and  others. 


Large  bronze  baluster  vase,  late  19th  century, 
63i  in.  (161.5  cm.)  high. 


Imari  saucer  dish,  late  17th  century, 
12  in.  (30.75  cm.)  wide. 


Lacquer  hasamibako,  late  Edo  period,  on  a  later  stand, 
25£  in.  by  17i  in.  by  I6J  in.  (64.5  cm.  by  44.25  cm.  by 
41.25  cm.). 


Imari  baluster  jar,  early  18th  century, 
161  i»-  (42.2  cm.)  high. 


Catalogue  (26  plates)  £1.15  post  paid,  $2.10  post  paid. 
All  sales  subject  to  the  conditions  printed  in  the  catalogues. 


Tuesday,  October  12  at  10.30  a.m. 


Tribal  Art 


Haida  or  Tlingit  horn  scoop, 
6i  in.  (16.5  cm.)  long. 


Tlingit  wood  mask, 
U  in.  (24.5  cm.)  high. 


Northern  Fang  reliquary  figure, 
211  in-  (55.5  cm.)  high. 


Catalogue  (20  plates)  80p  post  paid,  $1.50  post  paid. 
All  sales  subject  to  the  conditions  printed  in  the  catalogues. 


Our  representatives  in  America: 
New  York:  Perry  T.  Rathbone,  Christopher  Burge,  Stephen  Massey,  Francois  Curiel. 
867  Madison  Avenue,  New  York,  N.Y.  10021.  Tel:  (212)  7440.417. 
Telex:  New  York  620721.  Cables:  Chriswoods,  N.Y. 

8  King  Street  St.  James's  London  swi  Y6QT 


u  i<;  v  (( >  ;u   P  ( )  y  v  rv  h 

(A.vj'i^  (  wis) 
The 
Ma  \  oh    (.(  OJ  \s  w 

Melk^ham 

TKI,KI>Iin\K    «KiE3Xii  -*SSii  TKI.KX  :   •■•IS9451U  H^TKjrAKKI 


A  fine  mahogany  and  satinwood  Georgian 
secretaire  with  good  overall  proportions. 
Width  36J"    Height  84"     Depth  20" 

Fourth  quarter  of  the  eighteenth  Century. 
$7,500.00 


Max  Webber 


CO.  INC 


ESTABLISHED 
1918 


ANTIQUES 


TELEPHONE 
617-774  1785^ 


EAST  STREET 
MIDDLETON.  MASSACHUSETTS  01949 
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28th  ANTIQUE  DEALERS  FAIR 


PRINSENHOFMUSEUM 

DELFT— HOLLAND 

October  14th  -  November  3rd,  1976 


Weekdays  from  10.00  a.m. -5.00  p.m. 
Sundays  from  1 .00-5.00  p.m. 

Tuesdays  and  Thursdays  also  evenings  from  7.00-10.00  p.m. 


KAY  NIELSEN 


black  and  white  drawings 


8  September-2  October 

Tuesday-Saturday  1 1  -6 


Presented  by  Christopher  Phillips 

at  The  Little  Gallery 

5  Kensington  Church  Walk 

London  W8      01-937  8332 

Catalogue  (33  illustrations)  £1-25. 
Europe  £1-40.  USA  $3  (airmail). 


OLD  HALL  GALLERY  LTD. 

IDEN,  RYE,  SUSSEX 

Telephone :-  079-78  304 

FINE  ENGLISH  PAINTINGS 

Important: 
We  shall  be  shut 
for  reorganisation 
7th-28th  September. 

Telephone  enquiries  will  be  dealt  with, 
preferably  after  5.00  p.m.  Also  in 
future,  view  weekdays  strictly  by 
appointment  only. 
All  Sundays  definitely  closed. 

We  thank  all  our  clients  at  home 
and  abroad  for  their  pleasant  custom. 


MANHATTAN 
ART  ANTIQUES 
 CENTER  

89  GALLERIES  OF  PERIOD 
FURNITURE,  FINE  ART,  BRONZES, 
CLOCKS,  PORCELAINS,  ENAMELS, 
SILVER,  COLLECTIBLES,  JEWELRY, 
ORIENTAL  ART  AND  MUCH  MORE. 


Wholesale,  Decorator,  and  Private  Trade  invited, 
v  —s 

1050  Second  Avenue  at  56th  Street,  New  York,  NY  10022 
(212)  355-4400  Open  Daily  10:30  to  6:30,  Sun.  12  to  6 
Free  Admission  Fully  Air  Conditioned 


QEORGIAiy^  HOUSE 

Hand-forged  English  sterling 
silver.. the  accepted 
standard  of  excellence. 


"Queens"  T| 
from  the  i 
Georgian 
House  sterling 
silver  collec-  V 
tion,  a  graceful  1 
shell,  scroll  and  ' 
floral  pattern 
introduced  about 
1825.  Meticulously 
crafted  in  London, 
England,  by  uni 
skilled  artisans.. .as 
it  has  been  for 
generations. 


For  brochure  and  local  merchant:  ) 
Georgian  House,  225  Fifth  Avenue, 
New  York,  N.Y.  10010 
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Sotheby  Parke  Bernet  newyork 

980  Madison  Avenue,  New  York,  N.Y.  10021     Telephone:  (212)  472  3400     Telegrams:  Parkgal,  New  York 

Telex:  New  York  232643 

Saturday,  23  rd  October,  at  10.15  am  and  2  pm 

IMPORTANT  CHINESE  CERAMICS  AND  WORKS  OF  ART 

On  view  from  Saturday,  16th  October 


An  important  early  blue  and  white  jar  (kuan),  14th  century,  27.3  cm.  high,  31.1  cm.  diameter 


Illustrated  catalogue  $8  by  mail,  order  by  sale  no.  391 1  and  enclose  cheque,  bank  draft  or  money  order  denominated  in  I  \S.  dollars  only  to  Department  CON 

Catalogue  available  from  Sotheby  Parke  Bernet  Inc.,  7660  Beverly  Boulevard,  Los  Angeles  California  90036,  Sothebv  Parke  Bernet  &  Co  , 
34—35  New  Bond  Street,  London  WiA  2AA  and  from  representatives  in  Amsterdam,  Boston,  Brussels,  Buenos  Aires,  Dublin,  Edinburgh, 
Florence,  Houston,  Iran,  Johannesburg,  Madrid,  Melbourne,  Milan,  Monte  Carlo,  Munich,  Paris,  Rio  de  Janeiro,  Stockholm, 

Toronto  and  Zurich. 
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Sotheby  Parke  Bernet  newyork 

980  Madison  Avenue,  New  York,  N.Y.  10021     Telephone:  (212)  472  3400     Telegrams:  Parkgal,  New  York 

Telex:  New  York  232643 

Friday,  15  th  October,  at  10.15  am  and  2  pm 

NINETEENTH  CENTURY  EUROPEAN  PAINTINGS 

On  view  from  Saturday,  9th  October  to  noon  Thursday,  14th  October 


Jean  Francois  Millet,  Le  Retour  du  Laboreur,  signed,  on  panel,  44.5  by  62  cm. 


Jacob  Maris,  A  View  oj  Dordrecht,  signed,  91  by  no  cm. 
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Sotheby  Parke  Bernet  newyork 

980  Madison  Avenue,  New  York,  N.Y.  10021      Telephone:  (212)  472  3400      Telegrams:  Parkgal,  New  York      Telex:  New  York  232643 

Friday,  1 5th  October,  at  1 0. 1  s  am  and  2  pm 


Charles  Francois  Daubigny,  Le  Passeur  de  I'Oise,  Adolph  Schrcyer,  Arab  Horsemen  on  the  Crest  of  a  Hill, 

signed  and  dated  1864,  62  by  99  cm.  signed,  on  panel,  68.5  by  100  cm. 


Illustrated  catalogue  $7  by  mail,  order  by  sale  no.  3Q05  and  enclose  cheque,  bank  draft  or  money  order  denominated  in  U.S.  dollars  only  to  Department  CON 


Si 


Sotheby  Parke  Bernet  italia  s.r.l. 

Palazzo  Capponi,  Via  Gino  Capponi  26,  Florence  501 21         Teleplioue:  (55)  570410        Telegrams:  Abinitio,  Firenze 

Sales  in  October 


Thursday,  21st  October,  at  16.00  hours 

IMPORTANT  SCULPTURE  AND  WORKS  OF  ART 


Thursday,  21st  October,  at  21.00  hours 

CONTINENTAL  FURNITURE 


Friday,  22nd  October,  at  10.30  and  16.00  hours 

EUROPEAN  AND  ORIENTAL  CERAMICS 


Friday,  22nd  October,  at  21.00  hours  and  following  day,  at  16.00  and  21.00  hours 

OLD  MASTER  AND  NINETEENTH  CENTURY  PAINTINGS 


On  view  from  Saturday,  16th  October  until  Wednesday,  20th  October, 
10.00-13.00  and  16.00-20.00  hours  including  Sunday 


Catalogues  also  available  from  Via  Montenapoleone  3,  20121  Milan 
Telephone:  (2)  783907  Telegrams:  Abinitio,  Milan 

Sotheby  Parke  Bernet  &  Co.,  34-35  New  Bond  Street,  London  Wi  A  2  A  A 
Telephone:  01-493  8080  Telegrams:  Abinitio,  London  Telex:  London  244.54 
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Sotheby's 


will  hold  the  following  sales  in  September  and  October 


ON  VIEW  AT  LEAST  THREE  DAYS  PRIOR  TO  DATE  OF  SALE 


Tuesday,  7th  September,  at  1 1  am, 
at  Belgravia 

Victorian  Paintings,  Drawings 
and  Watercolours 

Wednesday,  8th  September, 
at  11  am,  at  Belgravia 
English  Furniture,  Works  of 
Art,  Clocks  and  European 
Bronzes 

Thursday,  9th  September, 
at  1 1  am,  at  Belgravia 
English  and  Foreign  Silver 
and  Plated  Wares  and 
Objects  of  Vertu,  1825-1975 

Tuesday,  14th  September, 
at  1 1  am 

Chinese  SnuffBottles 
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Wednesday,  22nd  September, 
at  1 1  am 
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Wednesday,  22nd  September, 
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Continental  Bronzes,  Clocks 
and  Works  of  Art 
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Musical  Instruments 
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English  and  Foreign  Silver 
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The  Bavarian  National  Museum 


This  issue  of  The  Connoisseur  is  devoted  to  the  collections  of  the  Bavarian  National  Museum 
in  Munich.  We  seldom  give  over  an  entire  issue  to  one  collection  in  this  way,  but  we  feel  that 
many  readers,  aware  of  the  multiplicity  of  architectural  and  other  historical  attractions  in  the 
Bavarian  capital,  may  not  realise  the  scale  and  importance  of  the  National  Museum's  collections. 
These  are  of  particular  interest  in  that  they  are  based  on  the  Royal  collections  of  the  House  of 
Wittelsbach,  available  at  least  in  part  to  the  general  public  since  the  late  eighteenth  century.  As 
the  recent  exhibition  'Kurfurst  Max  Emanuel:  Bayern  und  Europa  um  1700'  has  demonstrated, 
Bavaria  was  a  notable  centre  of  the  arts,  with  its  own  distinctive  culture,  independent  of  the 
Empire  and  antedating  the  emergence  of  Prussia  as  a  decisive  political  influence  and  source  of 
artistic  patronage.  The  articles  in  this  issue,  notably  that  by  Peter  Volk  on  Court  art,  afford  a 
fascinating  insight  into  the  tastes  and  aspirations  of  successive  Bavarian  rulers,  and  their  ability  to 
command  the  services  of  expert  craftsmen  from  northern  Europe  as  well  as  France  and  Italy. 
The  Bavarian  National  Museum  was  founded  formally  in  1855,  although  it  had  existed  in 
embryo  form  for  over  half  a  century.  Its  survival  during  the  Second  World  War  is  a  tribute  to 
the  promptness  and  initiative  of  the  curatorial  staff,  and  losses  were  happily  minimal.  This 
preservation  meant  that  a  policy  of  expansion,  albeit  on  a  modest  scale,  was  possible  in  the  post- 
war period.  The  sculpture  collections  especially  benefited  from  this  initiative,  undertaken  at  a 
time  of  extreme  difficulty  for  many  German  museums.  The  sculpture  collection,  at  least  as  far 
as  the  Mediaeval  and  early  modern  periods  are  concerned,  is  one  of  the  finest  in  Europe. 

It  is  very  easy  for  modern  visitors  to  Germany  to  ignore  or  forget  the  cultural,  religious  and 
political  differences  between  the  old  German  states  as  they  existed  before  Bismarck  and 
Napoleon.  Travelling  through  the  Federal  Republic  it  needs  a  special  mental  effort  to  remember 
that  in  1700  there  were  three  hundred  and  sixty  four  sovereign  states  in  Germany,  and  that 
twenty  six  of  them  survived  the  Napoleonic  era  of  reconstruction,  territorial  surgery  and 
dynastic  aggrandisement.  Bavaria  was  the  most  important  of  the  German  principalities,  excepting 
of  course  the  Hapsburg  lands,  from  the  time  of  Duke  Maximilian  1  in  the  early  seventeenth 
century  to  the  close  of  the  Austrian  Succession  war  in  1745.  Fluctuating  between  France  and 
Austria,  the  Bavarian  Electors  preserved  their  independence  and  established  a  remarkable 
culture.  There  are  many  testimonies  to  the  sophistication  and  delight  of  the  eighteenth-century 
Bavarian  court,  from  sober  English  travellers  to  rouged  and  powdered  courtiers  like  the  Prince 
de  Ligne.  Returning  to  the  forefront  of  politics  during  the  French  Revolution,  Bavaria  at  first 
joined  the  coalitions  against  the  French,  and  subsequently  allied  herself  with  Napoleon  and  the 
new  French  Empire.  The  absorbtion  of  new  lands  and  her  privileged  position  among  the 
German  states  enabled  Bavaria,  elevated  into  a  Kingdom  in  1806,  to  maintain  a  high  level  of 
artistic  creativity.  In  1813  King  Maximilian  turned  against  Napoleon,  and  joined  the  Grand 
Alliance  of  the  German  Princes.  By  this  politically  astute  move,  he  emerged  from  the  Congress 
of  Vienna  as  the  third  most  powerful  German  ruler  in  contrast  to  the  more  loyal  but  less 
fortunate  King  of  Saxony.  Acting  as  honest  broker  between  Austria  and  Prussia,  Bavaria  main- 
tained her  position  until  the  war  of  1866.  Thereafter  she  was  drawn  inexorably  into  the  strang- 
ling hold  of  Prussia,  and  with  the  foundation  of  the  German  Empire  in  1871  the  long  history 
of  Bavaria  as  an  independent  state,  going  back  to  the  first  of  the  Wittelsbachs  in  1 180,  came  to 
a  ragged  end.  The  museum's  collection  reflects  this  long  and  absorbing  history,  and  adequately 
demonstrates  the  civilising  qualities  of  this  most  romantic  of  the  German  kingdoms. 
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\IEDIAE\AL  AND 

EARLY  RENAISSANCE  SCULPTURE 

Alfred  Schadler 


The  re-opening  of  an  initial  series  of  exhibition 
rooms  in  the  Bavarian  National  Museum, 
Baycrischcs  Nationalmuseum  as  it  was  in  1949, 
also  opened  up  the  possibility  of  increasing  the  collec- 
tion through  new  acquisitions,  if  only  hesitantly  and  on 
a  modest  scale.  The  urge  to  recommence  collecting 
activities  was  fuelled  by  the  belief  that  only  a  growing, 
changing  museum  is  a  living  institution.  The  outstand- 
ing stock  of  chiefly  southern  German  sculptures  of  the 
fifteenth  and  sixteenth  centuries  on  which  the  museum's 
reputation  was  based  had  survived  the  Second  World 
War  without  significant  losses  in  hiding  places  abroad. 
The  quality  of  the  collection  of  Mediaeval  sculpture 
meant  that  the  standard  for  new  acquisitions  in  this 
field  must  be  set  particularly  high.  Understandably,  the 
problem  areas  for  new  acquisitions  in  the  decade  fol- 
lowing the  war  were  the  much  less  well  represented 
ones  of  southern  German  Baroque  art  and  the  ap- 
plied arts.  Despite  the  limited  means  available  for  pur- 
chases, the  1950s  saw  the  acquisition  of  such  outstand- 
ing pieces  as  Mary  holding  the  boy  Jesus  by  the  hand  (No. 
3),  the  Enthroned  Madonna  by  Hans  Multscher  (No.  10) 
and  the  Adam  and  Eve  group  from  Nuremberg  (No. 
22).  In  addition  there  were  bequests  such  as  the  Frag- 
ment of  a  head  by  Nicolaus  Gerhaert  (No.  ti).  Since 
i960  the  acquisition  of  new  works  has  been  supported 
in  particular  by  the  Friends  of  the  Bavarian  National 
Museum,  not  least  in  the  field  of  Mediaeval  sculpture 
(Nos.  5,  6,  13,  22).  Private  endowments  have  again 
brought  significant  acquisitions,  especially  the  singular 
group  of  Christ  and  St.  John  (No.  4).  In  the  following 
essay  we  can  only  introduce  a  characteristic  selection  of 
the  newly  acquired  sculptures. 

For  the  Romanesque  period  we  must  first  of  all  men- 
tion some  significant  items  lent  by  the  church:  the 
tondo-shaped  stucco  relief  of  St.  Sola  from  Solnhofen, 
which  is  variously  dated  between  the  ninth  and 
eleventh  centuries;1  also  the  crucifix  from  Antdorf,2 
produced  around  1100  and  originally  belonging  to  the 
monastery  of  Benediktbeuren,  an  establishment  rich  in 
tradition.  The  artistic  delicacy  of  this  sovereign  piece 
gives  the  lie  to  the  reputation  for  provincialism  held 
by  Romanesque  sculpture  in  Bavaria ;  the  same  applies 
to  the  Enthroned  Virgin  modelled  on  the  Hodegetria 
from  Unterglfing  near  Weilhcim  (around  11 50).  A 
new  acquisition  from  the  museum's  own  stock,  is  the 
fragment  of  a  figure  of  Christ  on  the  ass  which  was 


lent  to  a  provincial  museum  in  1902  and  'rediscovered' 
in  1963.  The  old  polychromy  which  has  been  exposed 
by  cleaning  -  large  parts  of  which  date  from  the  period 
of  origin  around  1250  -  gives  a  hint  of  the  monumental 
effect  of  the  processional  figure.3 

A  fine  addition  to  the  small  group  of  pre-Gothic 
ivory  sculptures  in  the  museum  is  the  Lion's  Head,  with 
a  man  with  a  snake(?)  cowering  in  the  lion's  open  jaws, 
which  was  originally  a  knob  on  a  faldistory  or  cere- 
monial chair  (No.  i).4  There  is  some  problem  in  estab- 
lishing the  provenance  of  the  head,  which  was  made 
around  11 50-1 160.  According  to  the  dealer,  it  was 
found  near  the  diocesan  town  of  Eichstatt,  which  sug- 
gests that  it  originated  in  southern  Germany,  but  there 
is  a  complete  lack  of  examples  for  stylistic  comparison. 
The  lion's  head  knobs  from  the  later  faldistory  of  the 
Abbess  Gertraud  11  in  the  Benedictine  convent  of  Nonn- 
berg  at  Salzberg  are  only  similar  in  their  motif.  Hans 
Swarzenski  claims  that  the  Lion's  Head  is  Anglo-Saxon 
work  from  the  early  eleventh  century,5  but  John 
Beckwith  does  not  admit  this  in  his  monograph  on 
English  ivory  sculpture.6  The  clear  sculptural  concept 
and  the  precise,  subtle  execution  make  it  a  bewitching 
piece.  The  strands  of  hair  on  the  neck  and  muzzle, 
drawn  parallel  and  ending  in  little  curls,  the  crooked 
row  of  ringlets  between  the  flat,  pocket-like  ears,  ann- 
ounce a  high  level  of  sensibility.  The  holes  drilled  in 
the  strongly  prominent  eyeballs  were  probably  set  with 
pearls  or  coloured  stones.  Each  individual  form  has  its 
own  sculptural  characteristic  and  yet  it  is  linked  to  an 
abstract  imagination.  The  rational  clarity  which  distin- 
guishes this  lion's  head  from  other  objects  on  the  same 
theme  leads  one  to  wonder  whether  its  origin  should 
not  be  sought  rather  in  France,  although  it  must  be 
admitted  that  there  too  there  is  a  lack  of  sculptures  in 
ivory  or  bone  of  the  same  quality.  Perhaps  Ave  may  in- 
stead refer  to  an  example  of  monumental  stone  sculp- 
ture, namely  the  head  from  the  tomb  of  Ogier  the 
Dane  from  Saint-Faron  in  Meaux  around  1160 
(Meaux,  Musee  Municipal),7  which  shows  a  certain 
similarity  in  its  formal  structure. 

The  Head  of  a  saintly  King  carved  from  limestone 
came  to  light  during  works  on  the  floor  of  the  court- 
yard of  the  monastery  of  Niederaltaich  (No.  2). 8  Al- 
though badly  damaged,  it  retains  some  documentary 
significance  through  the  original  painting,  winch  has 
partially  survived.  The  powerful  cubic  volume,  the 


3 


Mediaeval  and  Early  Renaissance  Sculpture 


1 .  Lion's  head  from  a  faldistory,  walrus  tusk,  France  (?),  c.  1 1 50. 
Height:  4.8  cm.;  Length:  10  cm. 

distant  glance  of  the  half-moon  shaped  eyes,  the  stiff 
spiral  locks  of  hair  combine  to  give  an  impression  ot 
archaic  affiliations.  Its  stylistic  derivation  seems  to  lie 
in  the  sculpture  of  Regensburg  in  the  late  thirteenth 
century,  which  developed  in  connection  with  the  re- 
construction of  the  early  Gothic  cathedral.  One  might 
mention  the  'Erminold  Master',  the  last  great 
individual  in  thirteenth-century  German  sculpture, 
and  in  particular  the  stucco  figure  of  St.  Oswald 
by  a  sculptor  who  was  active  at  the  same  time, 
now  in  the  Regensburg  Museum.  The  king's  head  is 
clearly  related  to  the  rebuilding  of  the  monastery 
church  of  Niederaltaich  after  1306.  The  figure  may 
have  originally  belonged  to  a  monumental  group  of 
the  Three  Kings;  the  figure  of  King  Melchoir  in  the 
group  in  Wiirzburg  Cathedral  shows  some  similarity. 

Moved  by  the  spiritual  current  of  Mediaeval  mysti- 
cism, devotional  images  were  produced  in  the  Gothic 

2.  Head  of  a  saintly  King  from  the  monastery  of 
Niederaltaich,  Regensburg,  c.  13 10,  Danube  limestone, 
remains  of  original  polychromy.  Height:  28  cm. 


3.  Mary  holding  the  boy  Jesus  by  the  hand  from  Laufen  an 
der  Salzach,  c.  1330,  larchwood,  reverse  side  hollowed 
out,  remains  of  old  polychromy.  Height:  117  cm. 

style  ot  the  fourteenth  century,  in  which  a  new,  indi- 
vidual piety  appeared.  The  museum's  collection  was 
swelled  by  two  singular  sculptures  of  this  type.  The 
theme  of  Mary  holding  the  boy  Jesus  by  the  hand, 
isolated  from  the  scene  of  the  twelve-year-old  Jesus 
returning  from  the  temple,  is  found  in  book  illustra- 
tion, in  stained  glass,  in  reliefs,  but  rarely  in  individual 
sculptures.  An  example  is  the  coloured  wooden  figure 
from  Laufen  an  der  Salzach  (No.  3).  The  matronly 
Mary,  whose  crown  and  sceptre  are  missing,  carefully 
leads  the  boy  who  is  placed  on  a  pedestal.  The  harmony 
of  the  folds  of  the  clothing,  set  on  crooked  verticals, 
contributes  to  the  uniformity  of  the  group  and  makes 
evident  the  safety  of  the  child  with  its  mother.  Other 
works  by  the  artist  who  carved  this  piece,  who  was 
undoubtedly  active  in  eastern  Upper  Bavaria  around 
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1320-1330,  include  the  figures  of  the  founders  in  the 
Afra  Chapel  at  the  monastery  of  Selisenthal  in  Lands- 
hut,  and  a  figure  of  the  Virgin  with  Baroque  altera- 
tions in  a  private  collection  at  Wasserburg  am  Inn. 
Even  more  significant  is  the  group  of  Christ  and  St. 
John  which  came  to  the  museum  in  1965  as  a  bequest 
from  Dr.  Franz  Hanicl  (No.  4).''  Hie  figures,  carved  in 
oak,  originated  in  the  early  part  of  the  fourteenth  cen- 
tury in  the  part  of  Swabia  near  Lake  Constance,  pos- 
sibly in  Constance  itself.  The  'Picture  of  St.  John  rest- 
ing on  our  Lord's  heart',  as  a  contemporary  source 


described  it,  was  chiefly  venerated  in  Cistercian  con- 
vents, such  as  that  in  Katherinenthal  near  Dicsscnhofcn 
(Switzerland),  the  place  of  origin  of  the  large  and 
definitive  group  o£  Christ  and  St.  /<>////  in  the  Mayer  van 
den  Bergh  Museum  in  Antwerp,  or  that  in  Heilig- 
kreuztal.  Our  small  group  shows  an  independent 
interpretation  of  the  few  older  models.  The  rhythmic 
treatment  of  the  lines  of  the  clothing  draws  the  two 
figures  together,  intensifying  its  expressiveness. 

Since  1922  the  museum  has  possessed  a  Madonna  on 
the  Lion,  of  which  three  other  variants  arc  known,  all 


5.  Standing  Madonna,  Swabia,  c.  1429,  limcwood,  reverse 
side  hollowed  out,  polychromy  lost.  Height:  154  cm. 

carved  from  pinewood  in  a  relatively  small  format.10 
They  can  be  identified  as  works  from  Salzburg  around 
1 3 80-1 390.  In  1966  the  museum  succeeded  in  acquiring 
a  Seated  Madonna  originating  from  the  same  workshop 
(No.  6).11  This  work  from  a  provincial  production  is 
characterised  by  the  delicate  formation  of  the  body, 
abrupt  angles  used  to  suggest  movement  and  a  naively 
cheerful  deportment.  A  more  tautly  organised  Seated 
Madonna  of  a  similar  composition  in  the  Salzburg 
Regional  Museum(SalzburgerLandesmuscum)  predates 
our  own  version. 

The  various  centres  of  artistic  activity  in  central 
Europe  had  contributed  in  varying  degrees  to  the 
International  style  of  the  period  around  1400.  The 


6.  Seated  Madonna,  Salzburg,  c.  1380,  pinewood  carved 
in  the  round,  old  polychromy.  Height:  52.5  cm. 


strongest  sources  of  inspiration  were  the  Southern 
Netherlands  in  conjunction  with  the  French  royal 
courts,  Tuscany  and  Upper  Italy,  Bohemia  and  Austria. 
In  these  areas,  the  intermingling  of  extra-regional  in- 
fluences was  characteristic.  The  large  Standing  Madonna 
originally  in  the  possession  of  the  Munich  painter 
Wilhelm  von  Kaulbach  (No.  5) 12  has  unfortunately 
lost  its  polychromy  and  gilding.  Its  representational 
type  goes  back  to  Bohemian  'beautihil  Madonnas'  such 
as  that  in  the  town  church  in  Pilsen.  The  vertically  em- 
phasised proportions,  the  tense,  linear  treatment  of  the 
clothing,  indicate  that  it  originated  soon  after  1400.  In 
its  formal  character  and  facial  expression  the  figure  is 
closely  related  to  the  Swabian  group  of  the  Visitation 
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from  Bronnweilcr  in  the  Wiirtteniberg  Regional  Mus- 
eum (Wiirttembergischcs  Landesmuseum)  in  Stuttgart. 
The  northern  Italian  component  of  the  International 
style  is  represented  by  an  ivory  Crucifix,  little  more 
than  a  hand's  span  in  length,  from  the  beginning  of  the 
fifteenth  century  (No.  7). 13  Its  realism  of  detail  and  the 
delicacy  of  the  work  despite  its  small  scale  make  this 
an  enchanting  piece.  A  weaker  replica  with  the  original 
wooden  cross  in  the  sculpture  department  of  the  State 
Museums  (Staatlichc  Museen)  at  Bcrlin-Dahlem  comes 
from  Venice,  and  a  similar  composition  is  used  in  the 
large  format  wooden  crucifixes  in  the  Martelli  Chapel 
of  San  Lorenzo  in  Florence  and  in  San  Domenico  in 

7.  Crucifix,  Northern  Italy,  c.  1420-1430, 
ivory,  carved  in  the  round.  Height:  13. 1  cm. 


8.  Madonna,  Burgundy,  c.  1420,  limestone.  Height:  77  cm. 

Faenza.  As  with  these  comparable  pieces  we  must 
assume  the  author  of  the  crucifix  to  have  been  a  North- 
ern sculptor  active  in  Italy.  The  general  artistic  charac- 
ter of  such  works  is  established  by  the  torso  of  Claus 
Sluter's  Christ  in  Dijon.  A  figure  of  the  Madonna  from 
around  1420,  probably  from  the  region  of  Dijon,  be- 
longs to  Sluter's  Burgundian  legacy  (No.  8).14  It  ex- 
presses a  more  intimate,  more  amiable  version  of  the 
monumentality  and  agitation  of  the  Madonna  on  the 
portal  of  Champmol  without  abandoning  the  classical 
basis  of  Burgundian  sculpture. 

During  the  years  of  his  travels,  the  sculptor  and 
painter  Hans  Multscher,  who  was  active  in  Ulm  from 
1427  to  1467,  made  an  exhaustive  study  of  contem- 
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porary  art  in  the  Netherlands  and  probably  also  in 
Burgundy.  His  work  marked  the  beginning  of  a  new 
'realistic'  stylistic  phase  in  southern  Germany,  espec- 
ially Swabia.  Among  the  early  possessions  of  the 
-  museum  are  Multscher's  model  tor  a  tombstone  for 
'  Duke  Ludwig  the  Bearded  of  Bayern-Ingolstadt  (c. 
1435).  which  is  already  mentioned  in  the  inventory  of 
the  Wittelsbach  Art  Gallery  (Kunstkammer)  for  1598, 
and  two  angels  bearing  crowns  from  the  Sterzing  altar 
(1456-1458).  Four  further  objects  have  now  been 
added  to  these,  two  of  them  on  loan,  so  that  together 
with  Jakob  Kaschaucr's  Freising  altar  (1443),  southern 
German  sculpture  in  the  second  third  of  the  fifteenth 
century  is  forcefully  represented.  The  small  Madonna 
cast  in  bronze  and  gilded  is  an  early  work  of  Multscher's 
from  around  1430,  and  it  is  unique  on  account  of  the 

Below. 

9.  Hans  Multscher.  Madonna,  Ulm,  c.  1430,  bronze, 

in  the  round,  remains  of  original  gilding.  Height:  23.5  cm. 


materia]  used  (No.  9). 15  No  similar  statue  has  survived 
cither  in  Italy  or  north  of  the  Alps.  Its  western  charac- 
ter is  evident  from  a  comparison  with  a  somewhat 
peripheral  example  such  as  the  Burgundian  Madonna 
(No.  8),  but  is  even  clearer  with  reference  to  Nether- 
landish painting.  It  was  evidently  the  private  devotion- 
al image  of  some  person  of  worldly  or  spiritual  rank. 
Its  intimate  character  is  clearly  expressed  by  its  formal 
qualities;  every  extravagant  impulse  is  avoided  in 
favour  of  a  playful  uniformity  and  proximity  of  the 
mother  and  child.  The  same  year  of  1430  saw  the 
origin  of  the  originally  gilded  Enthroned  Madonna, 
carved  in  limcwood  (No.  to).16  On  its  acquisition  in 
1950  the  Child  was  missing,  but  this  was  rediscovered 
ten  years  later.  It  was  an  exact  copy  of  Multscher's 
figure  of  Mary  in  the  Franciscan  monastery  in  Bozen. 
Through  an  exchange  it  was  possible  to  unite  the 
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originals.  Here  again  the  intimate  individual  stylistic 
character  dominates,  comparable  with  pictures  ot  the 
Virgin  by  Jan  van  Eyck.  Once  again  there  is  the  playful 
motivation  of  the  Child,  offset  by  the  enveloping 
cloak.  In  addition  to  the  three  early  works  by 
Multscher's  own  hand,  one  should  also  mention  the 
powerful  figure  of  John  the  Baptist  from  the  Stcrzing 
altar,  a  loan  from  a  private  collection,  and  the  panel 
paintings  acquired  from  the  Bavarian  State  Collections 
of  Paintings  (Bayerische  Staatsgemaldesammlungen) 
of  Christ  Suffering  between  Mary  and  John,  dated  [457, 
by  the  Master  of  the  Stcrzing  panel  paintings. 

The  decisive  personality  of  the  next  generation  was 
the  Dutchman,  Nicolaus  Gcrhacrt  of  Leydcn,  who  was 
active  in  Strassburg  and  from  1467  worked  for  the 
Emperor  Friedcrich  in  in  Wiener  Neustadt.  His  work 
pointed  the  way  for  late  Gothic  sculpture  in  southern 
Germany  in  the  last  third  of  the  fifteenth  century, 


1 1 .  Nicolaus  Gerhaekt.  Fragment  of  a  head, 
c.  1470,  limestone.  Height:  22.5  cm. 


12.  Michael  Pacher.  St.  Michael,  c.  1460-1470, 
stone-pine,  old  polychrdmy,  partly  covered. 
Height:  147  cm. 

influencing  even  great  sculptors  such  as  Veit  Stoss, 
Michael  Pacher  and  Michel  Erhart.  One  thing  which 
remained  impossible  to  transmit,  however,  was  the 
imaginative  quality  of  his  inventions,  the  multiple 
strata  of  psychological  characterisation  in  his  art.  The 
Fragment  of  a  head  (No.  11) ' 7  is  ambiguous:  we  cannot 
be  sure  whether  it  represents  an  old  man  or  an  old 
woman.  The  flickering,  ghost-like  expression  seems  to 
evade  all  eiefinition.  A  similar  quality  is  found  in 
Gerhaert's  Head  of  a  Prophet  of  1463  from  the  portal  of 
the  Strassburg  chancellery.  In  view  of  the  material, 
which  is  probably  Breitenbrunn  limestone,  our  head 
possibly  originated  in  Wiener  Neustadt  after  1467. 

The  figure  of  Sr.  Michael  (No.  12)  taken  over  from 
the  State  in  1961,  has  a  noteworthy  history.18  After 
its  discovery  in  1875  in  a  valley  in  the  northern  Tyrol, 
it  was  reworked  into  a  figure  of  St.  George;  in  1939 
and  1962  these  additions  were  removed  as  far  as  pos- 
sible, although  it  proved  impossible  to  remove  entirely 
the  extensive  damage  to  the  original.  Robert  Stiassny's 
original  attribution  in  1895  to  Michael  Pacher,  the  pain- 
ter and  sculptor  who  was  active  in  Bruneckinthe  Tyrol 
from  around  1460  to  his  death  in  1498,  has  never  been 
doubted.  The  head  of  the  figure  of  St.  Michael  is  the 
clearest  expression  of  Pachcr's  art:  the  large,  clear 
forms  of  the  face,  the  delicate  animation  expressed  by 
the  treatment  of  the  eyes  and  mouth,  combined  with 
an  expression  of  naive  and  unsullied  piety.  The  figure 
must  have  originated  in  Pacher's  early  period,  around 
1 460-1 470.  The  connection  with  the  native  Tyrolean 
production  is  still  visible,  and  the  influence  of  Nicolaus 
Gcrhacrt  docs  not  have  its  effect  until  later. 

Among  the  works  which  followed  in  the  wake  of 
Nicolaus  Gerhaert  on  the  Upper  Rhine  is  the  figure  of 
St.  Agnes  (No.  13), 19  produced  in  Strassburg  around 
1480.  The  great  volume  of  this  work  forms  a  notable 
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13.  St.  Agnes,  Upper  Rhine  (Strassburg),  c.  1480, 
limewood,  in  the  round,  original  polychromy 
and  gilding.  Height:  90.4  cm. 

contrast  to  the  small,  doll-like  head  and  delicate  hands. 
The  slender  body  is  surrounded  by  a  broad  cloak,  en- 
closing shadowy  spaces,  its  thick  woollen  stuff  falling  in 
bulky,  softly  modelled  folds.  The  lively  immediacy  of 
diis  virgin  saint  is  coloured  with  a  dash  of  courtly 
coquetry.  From  the  same  workshop  comes  a  Virgin  of 
the  Annunciation  in  the  Baden  Regional  Museum 
(Badisches  Landesmuseum)  in  Karlsruhe;20  the  style  of 
the  wood-carver  Hans  Wyditz,  who  is  established  as 
having  lived  in  Freiburg  im  Breisgau  from  1497  to 
1510,  found  its  inspiration  here.  A  statuette  of  Sorrowing 

Colour. 

a.  Hans  Leinberger.  St.  Anna  Selbdritt,  c.  1505, 
limewood  in  the  round,  reverse  side  neglected, 
original  polychromy  partly  retained. 

Height:  87  cm.;  Width:  62  cm.;  Depth:  27.5'cm. 
Inset. 

b.  Tilman  Riemenschneider.  Part  of  a  free-hanging 
double  Madonna  in  a  halo  on  a  chandelier,  Wiirzburg, 

c  1500-1510,  limewood,  original  polychromy  and  gilding. 
Height:  98.5  cm. 


Christ  acquired  in  195 1  (No.  14), 21  must  also  have  been 
created  in  the  Upper  Rhine  area  around  1480-1490, 
though  by  a  sculptor  of  a  different,  more  abrupt  temp- 
erament. It  may  be  considered  an  incunahulum  of  late 
Gothic  small  sculpture.  A  notable  feature  is  that  the 
head,  hands  and  feet  are  rendered  over-large  in  relation 
to  the  body;  the  ensemble  is  remarkably  unstable  and 
the  figure  almost  seems  to  be  slipping  sideways.  But 
that  this  is  not  due  to  a  lack  of  technical  ability  is 
proved  by  the  formal  confidence  and  energetic  tension 
of  the  statuette,  and  its  clearly  defined  physiognomy. 
Both  in  its  expressive  character  and  in  the  formal  de- 
tails, it  seems  related  to  two  contemporary  busts  of 
prophets  from  the  Upper  Rhine,  carved  in  sandstone 
and  now  in  Berlin,  which  have  been  associated  with 
Hans  Syfer.22 

Below. 

14.  Sorrowing  Christ,  Upper  Rhine,  c.  1480-1490,  pearwood 
carved  in  the  round,  polychromy  lost.  Height  no  cm. 


1 6.  Gregor  Erhart. 
Angel  in  Deacon's 
dress,  Augsburg, 
c.  1510,  limcwood, 
in  the  round, 
polychromy  lost. 
Height:  108  cm. 
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In  1972  the  Historical  Association  of  Upper  Bavaria 
gave  part  of  its  collection  founded  in  the  mid-nine- 
teenth century  on  permanent  loan  to  the  Bavarian 
National  Museum.  The  outstanding  item  was  a  figure 
of  Sorrou'ing  Christ  (No.  15),  published  here  for  the  first 
time.  In  two  years  of  careful  work,  restorers  succeeded 
in  exposing  the  original  colouring  and  gilding,  which 
had  largely  been  preserved.  The  gain  is  evident:  the 
pale  flesh  colour,  which  is  redder  in  the  face,  is  covered 
with  naturalistic  weals,  the  marks  of  the  scourge,  which 
form  an  abstract  pattern.  The  figure  of  the  Saviour 


showing  Ins  wounds  here  finds  a  particularly  penetra- 
ting expression.  The  right  hand  is  curled,  forming  a 
hollow  over  the  wound  in  the  side,  the  left  is  raised  at 
an  angle.  The  composition  of  the  figure  is  dominated 
by  its  steep  verticality,  the  straddled,  crossed-over  legs. 
The  long  ends  of  the  loin  cloth  standing  out  stiffly  pro- 
vide a  visual  counterpoint  to  the  position  of  the  arms. 
Closely  related  is  the  figure  of  Christ  from  the  reredos 
of  the  choir  altar  in  Blaubeuren  near  Ulm,  com- 
pleted by  the  Ulm  sculptor  Michel  Erhart  with  his  son 
Gregor  in  1492/93.  A  comparison  can  also  be  made 


17.  Group  of  Founders,  northern  France  (Amiens),  c.  1470-1480,  walnut, 
old  polychromy  and  gilding.  Height:  66  cm.;  Width:  45  cm. 
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1 8.  St.  Arigius,  Burgundy,  c.  1460-1470,  limestone. 
Height:  22  cm.;  Length:  91  cm.;  Width:  37  cm. 


with  the  Christ  of  the  group  of  Mercy  in  Tosters 
(Vorarlberg).23  However,  the  Blaubeuren  figure  must 
be  considered  a  workshop  piece,  whereas  our  figure 
ranks  with  Michel  Erhart's  Crucifix  of  1494  in 
Schwabisch  Hall,  the  authorship  of  which  is  confirmed 
by  an  inscription.24  Formal  criteria  point  to  a  slightly 
earlier  date  of  origin,  around  1480-1490.  The  precision 
of  the  detail  finish,  for  example  in  the  calligraphic  locks 
of  hair,  speaks  against  its  having  been  incorporated  in 
an  altar  reredos.  It  is  much  more  likely  to  have  been 
used  as  a  single  figure,  possibly  in  connection  with  a 
Sacramental  shrine.  In  addition  to  the  Kaufbeuren 
Madonna  and  the  Simpertus  tomb,  the  Bavarian  Nat- 
ional Museum  possesses  a  third  notable  work  by  this 
artist,  the  most  important  sculptor  of  the  late  Gothic 
in  Swabia  after  Multscher.  After  the  completion  of 
the  Blaubeuren  altar,  Gregor  Erhart  moved  from  Ulm 
to  Augsburg,  which  in  the  next  few  decades  developed 
into  the  most  important  centre  of  the  Early  Renais- 
sance in  southern  Germany  after  Nuremberg.  Gregor 
Erhart  became  the  town's  leading  sculptor,  he  received 
commissions  from  the  Emperor  Maximilian  and  work- 
ed with  Hans  Holbein  the  Elder  and  with  his  brother- 
in-law  Adolf  Daucher.  He  became  related  to  the 
Fugger  family.  Never  abandoning  the  basis  given  him 
by  his  father's  workshop,  he  developed  his  own  indi- 
vidual interpretation  of  the  Renaissance.  His  sculptures 
show  tranquil,  large-featured  forms,  full  ot  individual 
dignity  and  composure,  without  Italian  characteristics. 
The  Angel  in  Deacon's  Dress,  transferred  from  the  poss- 
ession of  the  State  in  1965  (No.  16),25  dates  from  1510 
and  shows  a  firm  grasp  of  the  principles  of  statuary. 
The  slanted  eyes,  the  downturned  corners  of  the  mouth, 
convey  an  impression  of  pain,  the  hands  probably  held 
instruments  of  suffering;  perhaps  like  the  angels  from 
the  Sterzing  altar,  the  figure  was  allied  to  a  figure  of 
Sorrowing  Christ,  or  a  crucifix. 

Among  the  few  French  sculptures  in  the  museum26 
are  two  works  which  are  interesting  chiefly  for  their 
theme.  The  Group  of  Founders  carved  from  walnut 
wood  and  consisting  of  a  knight  with  his  wife  and 
daughter,  commended  by  a  saintly  bishop  and  St. 


Bcnedict(?)  is  a  delightful  document  of  cultural  history 
and  costume  lore  (No.  17). 27  The  companion  piece 
of  this  was  in  the  Figdor  collection  in  Vienna  and  was 
auctioned  by  Sotheby's  in  1961.  The  provenance  from 
Amiens  attributed  to  the  Figdor  relief  is  stylistically 
convincing ;  on  the  basis  of  the  costumes,  the  groups 
can  be  dated  around  1470-1780.  The  unusual  carving 
of  St.  Arigius  lying  in  a  boat  (No.  18),28  done  in  white 
limestone,  was  presented  to  the  museum  in  1952.  It 
relates  to  the  legend  that  the  saint,  after  his  death  in  558 
as  Bishop  of  Ncvers,  was  cast  loose  in  a  boat  on  the 
Loire  by  his  own  request.  The  boat  drifted  miraculous- 
ly upstream  to  Decize  (Nievre),  where  the  Bishop  was 
interred  in  the  crypt  of  the  church.  The  sculpture, 
which  was  produced  around  1460-1470,  still  draws  on 
the  tradition  of  Burgundian  sculpture  of  the  middle  of 
the  Century. 


19.  Christ  Child,  Inn-Slazach  district,  c.  1500,  limewood 
carved  in  the  round,  original  chalk  base  with  remains 
of  old  polychromy.  Height:  98.5  cm. 
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Far  left. 

20.  Saintly  Knight,  south-west  Germany,  c.  1520, 
limewood,  carved  in  the  round,  remains  of 
original  polychromy.  Height:  80  cm. 

Left. 

21.  Hans  Leinberger.  Madonna,  c.  1520,  limewood, 
carved  in  the  round,  polychromy  lost.  Height:  33  cm. 

Between  1858  and  1912  the  museum  built  up  a 
collection  of  sculptures  by  the  Wiirzburg  artist  Tilman 
Riemenschneidcr  (c.  1460-153 1),  consisting  of  over 
twenty  works  of  prime  importance.  A  significant 
addition  was  made  to  this  collection  in  1974  with  the 
acquisition  of  a  figure  of  the  Madonna  previously  un- 
known to  researchers  (colour  b).29  This  piece  displays  a 
whole  series  of  unusual  features.  The  sky-blue  band  of 
clouds  reaching  to  Mary's  shoulders  on  both  sides  indi- 
cates that  she  is  the  queen  of  heaven;  the  back  of  the 
figure  is  planed  flat  with  transverse  notches  which 
served  to  fix  a  halo  and  also  prove  that  the  figure, 
carved  in  shallow  relief,  was  one  half  of  a  double 
Madonna  designed  to  hang  freely  in  a  room.  Finally, 
the  three  grooves  in  the  base  were  probably  designed 
to  take  the  branches  of  a  chandelier.  The  treatment  of 
the  subject,  with  the  Child  held  with  both  hands  over 
the  end  of  the  shawl,  appears  frequently  in  Riemen- 
schneider's  work  with  minor  variations.  Comparisons 
indicate  that  this  is  a  highly  individual  artistic  formula- 
tion, which  can  be  dated  around  1500-15 10,  in  the 
period  of  the  Altar  of  the  Sacred  Blood  in  Rothenburg 
and  the  Imperial  tomb  in  Bamberg  Cathedral. 

In  the  fourteenth  and  fifteenth  centuries,  figures  of 
the  Christ  Child  were  much  revered  as  devotional 
images  in  the  convents  of  southern  Germany.  A  parti- 
cular type  established  itself  -  a  striding  figure  with  the 
right  hand  raised  in  blessing  and  the  left  hand  holding 
the  globe;  the  naked  body  was  covered  with  rich  cloth- 
ing, which  was  often  changed.  A  particularly  attractive 
interpretation  of  this  theme  is  the  Christ  Cliild  presented 
to  the  museum  byj.  Mehringer  (No.  19),30  which  prob- 
ably originated  in  Laufcn  an  der  Salzach  in  the  period 
around  1500.  The  late  Gothic  sense  of  equilibrium  and 
the  modelling  of  the  Child's  body  give  the  figure  stabil- 
ity; the  liveliness  of  the  facial  expression  is  underlined 
by  the  freely  carved  ringlets. 

The  figure  of  a  Saintly  Knight,  possibly  St.  Mauritius, 
taken  over  from  State  possession  in  1961  (No.  20),31  is 
surprising  for  its  masterly  rendering  of  all  the  details 
of  the  armour.  The  sure,  precise  carving  can  also  be 
seen  in  the  fur-trimmed  hat,  and  the  seemingly  metallic 
locks  of  the  shoulder-length  hair.  The  right  hand  holds 
a  lance,  the  left  a  jousting  shield.  The  carving  of  the 
figure  in  the  round  meant  that  it  could  be  displayed 
free-standing,  either  as  a  single  figure  or  flanking  an 
altar  shrine.  The  armour,  from  the  time  of  Maximilian, 

22.  Adam  and  Eve,  Nurcmburg  (?),  c.  1515,  pearwood, 
carved  in  the  round,  damaged  original  polychromy. 
Height:  26.6  or  24.9  cm. 
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makes  it  easy  to  date  the  figure  around  1520,  but  the 
question  of  provenance  presents  certain  problems.  The 
style  seems  most  closely  related  to  that  of  south-west 
Germany,  the  lower  Nockar  district  or  the  Upper 
Rhine.  It  is  comparable,  for  instance,  with  that  of  the 
figure  of  St.  Maurice  on  the  altar  from  Wciswcil  in  the 
Baden  Regional  Museum  in  Karlsruhe,32  or  with  later 
works  by  Christoph  von  Urach. 

The  outstanding  talent  in  Bavarian  sculpture  of  the 
early  sixteenth  century,  whose  gifts  extended  beyond 

23.  Meeting  of Joachim  and  Anne  at  the  Golden  Gate, 
Passau,  c.  1525,  limcwood  relief,  original  polychromy 
and  gilding,  97  X  81.3  cm. 


the  purely  provincial,  was  Hans  Leinberger,  established 
as  being  active  in  Landshut  between  1513  and  1530.  His 
sculptures  arc  characterised  by  their  elemental,  eruptive 
force,  their  vital  animation  and  their  graphic  overall 
effect.  Five  sculptures  by  this  artist  were  acquired 
before  1924,  and  these  were  joined  in  1947  by  the  statu- 
ette of  the  Madonna  (No.  21)  on  the  model  of  the  'Beau- 
tiful Mary  of  Regcnsburg'  from  the  period  around 
1520,  whose  beauty  remains  unmistakable  despite  a  cer- 
tain amount  of  damage.  Finally,  the  most  important 
work,  the  group  of  the  seated  St.  Anna  Selbdritt  (colour 
a),  was  acquired  in  1975.  Adolf  Feulner  published  it  for 
the  first  time  in  1927  and  correctly  dated  it  before  the 
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Moosburg  altar  (1511-1514).33  Through  comparisons 
with  the  early  Viennese  works  of  Lucas  Cranach,  this 
estimate  can  be  narrowed  down  to  the  period  around 
1505.  The  Selbdritt  group  represent  an  initial  work  of 
the  'Danube  style'  in  sculpture.  The  soft,  thick  clothes 
give  the  effect  of  having  been  moulded  in  wood, 
drawn  out  like  dough,  while  yet  remaining  tense  and 
precise.  Undercutting  results  in  an  optical  effect  of 
depth  which  greatly  exceeds  the  real  dimensions.  The 
proximity  of  the  matron,  the  Virgin  and  the  Child  is 
depicted  with  inexpressible  tenderness  and  supreme 
graphic  skill.  We  are  far  from  the  classical  style  of  Diirer, 
close  to  Altdorfcr's  magical  world  of  fairytales. 

The  central  figure  of  Hans  Leinburger  is  surrounded 
by  a  series  of  noteworthy  Bavarian  sculptors  such  as 
Stephan  Rottaler,  the  'Master  of  the  Altotting  doors', 
the  'Master  of  Rabcndcn'  and  other  anonymous 
Masters,  each  possessing  their  own  characteristic  style. 
A  relief  of  the  Meeting  of  Joachim  and  Anne  at  the  Golden 
Gate  (No.  23)34  originally  from  an  altar  panel  is  prob- 
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THE  CRAFTSM  VNSHIPOF 
DAVID  ROENTGEN 

Georg  Himmelheber 


The  residential  town  of  Neuwied  am  Rhein, 
near  Koblenz,  was  the  home  of  Germany's 
most  famous  cabinetmaker's  workshop.  In 
1750  the  Prince  at  Wicd  gave  the  Moravian  Brethren, 
a  strict  Protestant  religious  community,  permission  to 
settle  thcre.With  them  came  the  artistic  cabinetmaker 
Abraham  Roentgen.  Born  in  171 1,  Roentgen  had  pre- 
viously perfected  his  skills  in  Holland  and  particularly 
in  England,  for  which  reason  he  proudly  referred  to 
himself  as  an  'cnglischer  Kabincttmacher'.1  His  techni- 
cal skill,  his  sure  artistic  sense  and  his  wealth  of  ideas 
rapidly  made  him  a  sought-after  supplier  to  many 
German  princely  houses. 

It  was,  however,  under  his  son  David,  born  in  1743, 
that  the  workshop  was  to  attain  international  fame. 
Thanks  to  the  exceptional  educational  arrangements  of 
the  Moravian  Brethren,  the  young  David  received  an 
education  which  must  have  been  superior  to  that  of 
many  a  German  prince.  And  naturally  he  received  the 
best  possible  training  as  a  cabinetmaker  from  his  father. 
In  the  year  1761  he  became  a  fully  fledged  member  of 
the  workshop,  which  he  was  rapidly  to  develop  into 
one  of  the  most  important  in  Europe,  and  for  the  first 
time  turned  his  attention  towards  England.  In  1771,  he 
prepared  several  copies  -  as  had  been  the  custom  at  the 
workshop  from  the  beginning  -  of  a  long-case  clock 
and  a  writing  desk  on  a  Chippendale  pattern.2  Soon 
after,  he  turned  to  France  and  brought  the  new  French 
Classical  style  over  the  Rhine.  He  had  absorbed  a  great 
deal  in  Paris  in  1774,  so  that  five  years  later  he  was  able 
to  return  there  confidently  with  several  waggon-loads 
of  his  furniture.  In  1780  he  was  made  a  master  by  the 
Paris  guild  of  cabinetmakers  and  from  then  on  main- 
tained a  warehouse  in  the  French  capital. 

In  Paris  he  had  clearly  been  particularly  influenced 
by  the  early  products  of  classical  furniture,  such  as  those 
which  Louis-Joseph  Le  Lorrain  created  for  Ange- 
Laurent  de  Lalive  de  Jully  in  1756-1757,  or  others  by 
Pierre  Gamier  and  Jacques  Dubois.3  Their  severity  of 
form,  and  also  a  certain  heaviness  and  bulkiness,  are  to 
be  found  in  Roentgen's  vast  writing  desk,  which  the 
French  king  purchased  from  him  for  the  enormous 
sum  of  eighty  thousand  livres.4  Naturally  Roentgen 
rapidly  adjusted  his  furniture  to  the  more  delicate  and 
attractive  Louis  Seize  style.  Numerous  ecritoires,  with 
inlays  of  exceptional  beauty  designed  by  the 
painter  Januarius  Zick,  have  found  their  way  into  col- 


lections in  Europe  and  America.  However,  a  more 
direct  route  seems  to  lead  from  the  heavy  furniture  of 
his  classical  period  to  the  severe  pieces  entirely  without 
inlays  which  he  created  in  the  1780s  and  which  almost 
anticipate  the  forms  of  the  Empire  style.5 

In  1975  the  Bavarian  National  Museum  succeeded  in 
obtaining  a  particularly  fine  example  of  this  late  Roent- 
gen style  on  extended  loan  from  the  Bayerische 
Hypotheken-  und  Wechsel-Bank  (No.  1).  This  grace- 
ful bureau,6  completely  veneered  in  mottled  birch,  is 
distinguished  by  a  slab-like  architectonic  construction. 
It  rests  on  eight  slim  legs,  square  in  section  and  tapering 
towards  the  bottom,  with  mille-raies  inlays.  The  top 
section  is  divided  into  rectangular  fields,  which  are 
framed  by  strips  of  mother-of-pearl.  The  central  field 
marks  the  position  of  a  drawer.  After  unlocking  the 
drawer,  the  leaf  can  be  pulled  outwards  and  the  roll  top 
of  the  central  section  opens  simultaneously.  There  are 
knobs  beneath  the  writing  leaf  (No.  2)  and  when  these 
are  operated  a  box  slides  out  on  each  of  the  narrow 
sides  of  the  top  section  and  a  drawer  springs  forward 
from  it  (No.  3).  The  decoration  emphasises  the  tri- 
partite construction.  The  middle  section  is  flanked  by 
fluted  pilaster  strips  and  two  laurel  wreaths  hang  over 
the  opening  with  the  roll  top,  which  seem  to  disappear 
sideways  in  rosettes,  to  emerge  on  the  flanks  and  hang 
down  on  the  lower  boxes.  In  each  of  these  boxes  is  a 
drawer  which  can  be  opened  by  pressing  a  knob  on  the 
inside  of  the  central  compartment,  The  top  of  the 
bureau  is  finished  off  by  a  three-tiered  platform  with  a 
bronze  balustrade  running  round  it  consisting  of  pierc- 
ed circles  decorated  with  a  leaf  pattern  round  the  edge. 
Bronze  vases  stand  on  the  moulded  wooden  corner 
posts  (No.  4). 

Abraham  Roentgen,  the  father,  had  already  delighted 
in  building  numerous  compartments,  often  difficult  of 
access,  into  his  furniture.  It  was  however  David 
Roentgen  who  developed  this  system  to  a  truly  mast- 
erly level  and  collaborated  with  the  clockmaker  Peter 
Kinzing  in  the  invention  of  highly  complicated  mech- 
anisms. The  mechanical  arrangements  on  the  piece  of 
furniture  under  discussion  are  also  carefully  contrived. 

Two  long  hooks  are  let  into  the  underside  of  the 
writing  leaf  (No.  2  -  the  leaf  is  raised).  As  the  leaf  is 
pulled  out  the  ends  of  these  hooks  run  in  grooves  and 
engage  with  another  hook  (No.  2,  below).  If  one  now 
pulls  on  the  knobs  on  these  long  hooks,  spring  mech- 
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2.  Underside  of  the  extendible  writing  leaf  (raised),  with  a  view  of  the  box-like  top  section. 


The  Craftsmanship  oj  David  Roentgen 


misms  arc  released  (No.  5),  which  in  turn  push  out  the 
noxes  with  their  wooden  guide-rails  (No.  6).  The 
;hock  caused  by  their  coming  up  against  their  stops 
lutomatically  releases  a  catch  (No.  6,  above  right),  and 
ndividual  springs  propel  the  actual  drawers  forwards. 

As  Roentgen  almost  always  had  to  send  his  pieces  of 
furniture  to  far-distant  customers,  the  legs  of  his  tables 
ran  always  be  unscrewed  (No.  7).  The  brass  keys  on  the 
jpper  end  of  the  legs  are  marked  with  Roman  figures 
which  correspond  to  similar  figures  on  the  underside 
jf  the  writing  table.  The  long  iron  bolts  are  fastened  at 
lie  bottom  with  a  large  nut,  which  was  introduced  in- 
:o  a  slot  which  was  subsequently  closed  off  with  wood 
No.  8).Themi7/e-r<j/es  strips  arc  introduced  from  above 
\  nto  spine-like  channels  in  the  legs;  the  small  horizontal 
edging  piece  and  the  shaped  key  piece  are  finally  glued 
an  to  prevent  the  strips  from  riding  upwards. 

The  quality  of  Roentgen  furniture,  prized  even  at  the 
rime  of  its  construction,  depends  not  only  on  these 
I  :echnical  accessories,  but  above  all  on  the  superior  work- 
( inanship  in  the  treatment  of  the  wood.  David  Roentgen 
used  oak  for  the  non-visible  parts  of  the  construction, 
I  :vcn  for  wood  which  was  to  be  veneered  on  all  sides 
-  an  unusual  practice  for  German  furniture  work- 
1  shops.  The  legs  of  the  writing  table  are  made  of  solid 
walnut.  In  order  to  prevent  warping,  strips  of  oak 
are  let  into  all  four  edges  (No.  9). 

Roentgen  was  the  first  cabinetmaker  in  Germany 
j  who  always  veneered  large  surfaces  on  the  non- 
J  visible  side  as  well,  in  order  to  prevent  the  board  from 
,  warping.  The  veneering  with  a  directionless  'wild' 
mottled  veneer  itself  brings  certain  dangers  if  the  re- 
verse side  is  veneered  with  ordinary  wood.  To  meet 
j  this  danger,  Roentgen  veneered  the  non-visible  sides  of 
j  all  large  surfaces  with  a  multitude  of  pieces  of  different 
I  veneers  (No.  2).  The  superior,  almost  machine-like 
:  finish  of  the  wood  has  resulted  in  there  being  scarcely 
any  signs  of  wear  even  on  the  movable  parts.  Yet  despite 
1  the  perfection  of  the  piece,  the  costly  materials  were 
i  used  sparingly  as  can  be  seen  from  one  small  detail :  the 
oak  strips  of  the  roll  top  (No.  10)  are  veneered  with 
1  mottled  birch  on  the  front.  As  only  a  third  of  the  sixth 
I  strip  is  visible,  only  tin's  third  was  veneered. 

The  desk  in  the  Bavarian  National  Museum  was 
!  manufactured  around  178  5-1 790;  originally  in  the  pos- 
session of  Count  Stroganov,  it  was  auctioned  by  Lepke 
t  in  Berlin  in  193 1.  Count  Alexander  Sergeyevich 
Stroganov  (1733-1811)  was  Minister  of  the  Interior 
and  personal  adviser  to  the  Tsarina  Catherine  n.  From 
I  1769  he  lived  for  ten  years  in  Paris  and  after  his  return 
.  to  Russia  became  President  of  the  Academy  of  Arts 
and  the  Imperial  library.  In  his  palace,  built  between 
1752  and  1774  by  Rastrelli,  the  architect  of  theWintcr 
Palace  and  the  Tsarskoye  Selo  Palace,  he  assembled 
during  the  course  of  his  life  the  most  important  Russian 
private  collection.  The  art  historian  Gustav  Friedrich 
Waagen,  probably  the  greatest  connoisseur  of  Europ- 
ean collections,  praised  it  very  highly  on  his  visits  to 
St.  Petersburg  in  the  years  1861  and  1862. 


Stroganov  possessed  numerous  pieces  of  furniture  by 
the  leading  Parisian  cabinetmakers  such  as  Carlin, 
Boudin  and  Wcisweiler,  which  he  must  have  acquired 
in  Paris  like  most  of  his  paintings.  From  1783,  David 
Roentgen  supplied  Catherine  11  of  Russia  with  a  remark- 
ably large  number  or  the  most  outstanding  pieces  trom 
his  production.  Like  many  other  leading  figures  in 
Russia,  Stroganov  acquired  several  pieces  of  furniture 
by  David  Roentgen  at  that  time. 


10.  Detail  of  the  roll  top. 
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Dr.  Georg  Himmelhebcr  is  assistant  to  the 
Director  General,  Bavarian  National  Museum. 
He  is  an  expert  in  furniture,  musical  instruments, 
wooden  ornaments  and  toys. 


SGHLOSS  LUSTHEIM: 

THE  ERNST  SCHNEIDER  BEQUEST 

OF  MEISSEN  PORCELAIN 


Rainer  Rikkert 


i.  Lusthcim  palace  in  the  park  of  Schleissheim  outside  Munich,  1684-1689. 


Two  Munich  art  collections,  in  the  Residence 
and  in  the  Bavarian  National  Museum,  have 
long  contained  important  and  extensive  stocks 
of  old  Meissen  porcelain,  the  larger  part  of  which  were 
acquired  as  early  as  the  eighteenth  century  through  the 
family  relationship  between  the  houses  of  Wettin  and 
Wittelsbach. 


A  few  years  ago,  no  one  would  have  believed  that  as 
from  1971  it  would  be  possible  to  find  in  this  same  town 
of  Munich  a  most  magnificent  cross-section  of  the 
Meissen  china  production  of  the  eighteenth  century, 
representing  the  different  patterns  of  china  decoration  j 
and  form  with  a  comprehensiveness  not  found  even  in  ! 
Dresden.  The  gift  of  a  present-day  Maecenas  has  given 


22 


Munich  the  unexpected  prestige  of  owning,  together 
with  Dresden,  the  most  important  collection  of  early 
Meissen  porcelain.  This  collection  is  a  little  to  the  north 
of  the  city  in  the  village  of  Oberschlcissheim,  fifteen 
kilometers  from  the  Marienplatz  in  Munich,  where,  in 
Schleissheim  park,  is  the  palace  of  Lustheim. 

Schlcisshcim  and  Nymphenburg  arc  the  summer 
palaces  of  the  Electors  of  Bavaria  built  outside  Munich 
in  the  Baroque  era.  Nymphenburg  is  well-known  as 
the  centre  of  Munich  porcelain  manufacture  since  1761. 
Schleissheim  remained  almost  as  untouched  as 
Sleeping  Beauty  into  our  own  time,  sunk  in  a  sleep 
from  which  it  is  now  gradually  emerging.  There  is  a 
park  of  seventy-five  hectares  which  is  still  occasionally 
used  for  shooting  in  the  winter.  In  the  Schleissheim 
park  stand  three  palaces  on  an  east-west  axis:  the  Old 
Palace  from  the  early  seventeenth  century,  the  extensive 
New  Palace  from  the  first  quarter  of  the  eighteenth 
century,  and  right  at  the  eastern  end  of  the  park, 
Lustheim  palace,  based  on  the  model  of  an  Italian  villa 
stibiirbana.  Standing  detached  in  the  garden  landscape, 
Lustheim  is  a  roomy  house  for  summer  amuse- 
ments, for  hunting  and  socialising,  with  well-lit 
rooms  and  a  belvedere.  It  was  built  by  the  Elector  Max 
Emanuel  (1 662-1 726),  who  ruled  for  forty-seven  years, 
but  spent  only  twenty-seven  of  these  in  Munich.  The 
architect  of  the  palace,  which  was  erected  between  1684 
and  1689,  was  Enrico  Zuccali,  one  of  the  many  master- 
builders  from  the  Grisons  who  earned  their  living 
abroad.  He  was  born  in  Roveredo  around  1642  and  died 
in  1724  in  Munich,  where  he  had  worked  for  the  Court 
since  1669.  The  unusually  well-preserved  ceiling  fres- 
coes of  the  eleven  rooms  of  the  piano  nobile  are  the  oldest 
surviving  cycle  of  Baroque  ceiling  paintings  in  southern 
Germany.  They  were  painted  by  three  other  expatriate 
artists,  Francesco  Rosa  from  Venice,  Giovanni  Trubillio 
from  the  Grisons  and  the  Innsbruck  artist  Johann  Anton 
Gumpp.  This  assimilation  of  foreign  artists  was  by  no 
means  unusual  in  Munich,  with  its  grandiose,  cosmo- 
politan court,  and  lasted  for  a  number  of  centuries. 

Max  Emanuel  was  one  of  the  major  victors  over  the 
Turks  before  Vienna  in  1683,  when  there  was  some 
danger  that  the  cathedral  of  St.  Stephen  in  Vienna 
would  be  turned  into  a  mosque.  In  1685  he  married  the 
only  daughter  of  the  Emperor,  and  their  son  was  sup- 
posed to  inherit  the  throne  of  Spain  together  with  the 
Netherlands.  In  1690  the  Elector  gave  a  banquet  for  the 
Emperor  at  Lustheim,  but  the  dream  of  Bavaria  as  a 
great  political  power  dissolved  in  1704  with  his  defeat 
before  Blinheim  (Hochstadt)  by  Prince  Eugene  and  the 
Duke  of  Marlborough.  After  returning  from  exile  in 
France,  the  Elector  Max  Emanuel  had  the  -  for  Munich 
-  gigantic  New  Palace  built  at  Schleissheim  in  the 
French  taste,  as  a  result  of  which  the  much  smaller  and 
already  outdated  Lustheim  at  the  other  end  of  the  park 
was  relegated  to  a  minor  role,  and  finally  was  almost 
forgotten.  At  some  point  the  wall  hangings  and  the 
furniture  disappeared.  Only  in  times  of  need,  such  as 


during  and  after  the  Second  World  War,  did  the  build- 
ing once  again  find  a  use,  in  this  case  for  the  military 
and  refugees,  who  did  not  even  find  a  water  supply. 

In  1966  the  Bavarian  National  Museum  organised  an 
exhibition  of  eighteenth-century  Meissen  porcelain. 
The  most  energetic  promoter  of  this  exhibition  and 
indeed  its  most  important  benefactor,  lending  three 
hundred  objects  from  his  celebrated  collection,  was 
Dr.  Ernst  Schneider  in  Dusseldorf,  who  also  made 
possible  the  printing  of  the  catalogue.  After  an  exhibi- 
tion in  Sevres  in  1952,  a  large  part  of  his  collection  had 
found  a  home  in  the  Jiigerhof  palace  in  Dusseldorf,  the 
main  floors  of  which  house  the  collection  of  modern 
paintings  of  the  State  of  Nordrhein-Westfalen.  In  the 
considerably  extended  top  floor  of  the  palace,  which 
was  wrecked  in  the  Second  World  War,  Dr.  Schneider 
had  made  extensive  portions  of  his  collection  available 
for  public  viewing  during  the  1950s.  However,  as  a 
result  of  numerous  new  acquisitions  the  available  space 
became  more  and  more  restricted,  and  this  was  one  of 
the  reasons  for  the  eventual  removal  of  the  essential 
part  of  the  collection  to  Bavaria. 

Dr.  Schneider  spent  his  youth  in  his  native  Hessen,  in 
the  country  near  Frankfurt.  In  1922  at  the  age  of  only 
twenty-two  he  graduated  in  industrial  and  social  sci- 
ences. He  wanted  to  follow  a  university  career,  but  in  this 
difficult  period  ended  up  in  management,  becoming  a 
financial  adviser  in  the  chemical  and  steel  industries. 
He  rose  rapidly,  and  was  able  to  enjoy  life  on  a  grand 
scale.  After  the  war  he  was  soon  elected  president  of  the 
Chamber  of  Industry  and  Commerce  in  Diisscldorf, 
and  in  1963  he  was  given  the  honourable  and  influential 
office  of  president  of  the  German  Council  of  Trade  and 
Industry.  He  had  always  been  passionately  interested  in 
the  economic  and  financial  side  of  politics. 

Dr.  Schneider  once  said :  'If  I  had  not  been  active  as 
a  collector,  I  would  not  have  done  much  in  business 
cither'.  He  began  collecting  porcelain  when  he  was 
still  a  student.  His  collection  of  vermeil  work  was  large- 
ly lost  in  1945  in  the  great  fire  of  Dresden;  after  the 
war  he  acquired  leading  works  of  modern  painting 
and  graphics. 

Shortly  after  the  Munich  exhibition  in  1966,  his  only 
son  died  and  he  had  to  consider  the  future  fate  of  his 
world-renowned  collection  of  porcelain,  which  con- 
tained not  only  Meissen  pieces  but  also  porcelain  from 
other  German  factories  and  from  East  Asia.  Lustheim 
palace  near  Munich  seemed  to  present  a  suitable  place 
to  house  large  parts  of  this  collection,  to  prevent  it  from 
being  broken  up  and  at  the  same  time  to  make  it  ac- 
cessible to  the  public  both  now  and  in  future  gener- 
ations. 

On  12  December  1968,  Dr.  Schneider  handed  over 
to  the  Free  State  of  Bavaria  and  into  the  keeping  of  the 
Bavarian  National  Museum,  over  fourteen  hundred 
pieces  of  Meissen  porcelain,  costly  Meissen  table  ware, 
figures  of  animals,  table-centres  and  a  series  of  figural 
models.  There  was  no  question  of  accommodating  the 
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Schloss  Lustheim:  The  Ernst  Schneider  Bequest  of  Meissen  Porcelain 


2.  Lustheim, 
large  salon. 
Francesco  Rosa. 
fupiter  promotes  Diana 
to  goddess  of  the  hunt, 
ceiling  fresco, 
1684-1685 


3.  Lustheim,  Room  ix,  Gallery  in  the  Yellow  Apartment  of  the  Electoress. 

Giovanni  Trubiixio.  Diana  in  Vulcan's  forge,  ceiling  fresco,  c.  1685.  Meissen  stock  porcelain 

whole  collection  at  Lustheim.  Dr.  Schneider  under- 
took the  division  himself.  Several  hundred  Meissen 
dishes,  most  of  the  Meissen  figural  models,  the  works 
of  house  painting  (apart  from  those  from  Augsburg), 
the  products  of  the  other  German  factories  and  the  east- 
Asian  ceramics  remained  in  the  Jiigerhof  palace,  where 
they  became  the  property  of  the  town  of  Diisseldorf. 

The  collection  at  Lustheim  was  opened  on  29  June 
1971  as  a  branch  of  the  Bavarian  National  Museum 
with  the  name  of  'The  Meissen  Porcelain  Collection, 
Ernst  Schneider  Gift'.  Almost  two  thousand  pieces  of 
Meissen  porcelain  were  on  display  to  the  public  in  over 
fifty  glass-fronted  wall  cabinets  in  fourteen  rooms  of 
the  palace.  It  was  one  of  the  most  opulent  gifts  in  the 
history  of  the  museum.  Since  then  several  hundred 
thousand  visitors  have  come  to  Lustheim,  whose  name 
is  henceforth  linked  with  the  precious  products  of  the 
Meissen  porcelain  factory.  Since  1970  Dr.  Schneider 
has  lived  on  the  top  floor  of  the  palace  which  through 
him  has  been  turned  into  a  palace  of  porcelain,  such  as 
Augustus  the  Strong  once  created  in  Dresden  in  the 
Japanese  palace,  now  in  ruins.  A  new,  modern  building, 
which  would  have  cost  a  great  deal  more  money  than 
the  restoration  of  the  Baroque  structure,  would  not 
have  provided  a  suitably  magnificent  setting  for  the 
collection.  The  combination  of  Baroque  architecture 
and  frescoes  with  its  use  as  a  porcelain  museum,  and 
the  view  out  of  the  windows  on  to  the  greenery  of  the 
park  make  this  a  veritable  Tusculum  for  the  visitor. 


Dr.  Rainer  Riickert  is  a  provincial  curator  at  the 
Bavarian  National  Museum.  He  is  an  expert  on 
Byzantine  and  Mediaeval  silver,  enamels,  glass 
and  ceramics. 
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GOTHIC  AND 
EARLY  RENAISSANCE 
TAPESTRIES 

from  the  collection  of  the  Bayerische  Hypotheken-  mid  Wechsel-Bank 
Lorenz  See  Jig 


The  Bavarian  National  Museum  has  an  impor- 
tant collection  of  early  tapestries,  part  of  which 
was  originally  in  the  possession  of  the  ruling 
house  of  the  Wittclsbachs.  As  early  as  1855,  the  year  of 
its  foundation,  the  crown  transferred  a  large  number  of 
tapestries  to  the  museum.  The  other  hangings  re- 
mained as  wall  decorations  in  the  rooms  of  the  Resid- 
ence in  Munich  and  the  other  royal  palaces,  with  the 
result  that  some  scries  which  belonged  together  were 
broken  up,  although  these  could  subsequently  be  re- 
assembled to  a  certain  extent.  The  most  important 


1.  'Homo  between Justitia,  Misericordia  and  Luxuria', 
woven  tapestry,  Brussels,  c.  15 15. 
Munich,  Bavarian  National  Museum. 

areas  of  the  tapestry  collection  in  the  Bavarian  National 
Museum  from  the  beginning  were  on  the  one  hand  the 
German  late  Middle  Ages,  and  on  the  other  the  Dutch 
and  German  Renaissance.  Particularly  worthy  of  men- 
tion are  the  complete  St.  Paul  series  designed  by  Picter 
Coecke  van  Aelst,  and  the  slightly  later  tapestry  of  the 
so-called  Months  ot  St.  Luke,  produced  like  the  first  in 
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Brussels  around  the  middle  of  the  sixteenth  century, 
and  also  the  hangings  connected  with  Otto  Heinrich  of 
the  Palatinate.  Also  particularly  noteworthy  are  the 
tapestries  produced,  according  to  Peter  Candid,  by  Hans 
van  der  Biest  in  his  workshop  in  Munich  between  1604 
and  [61 5. 1  The  Second  Munich  Factory  (Zwcite 
Miinchner  Manufaktur)  founded  in  171 8  under  Max 
Emanuel,  which  was  active  until  the  beginning  of  the 
nineteenth  century,  is  also  represented  by  various 
tapestries.2  The  products  of  the  Dutch  and  French 
workshops  of  the  early  sixteenth  century  are  in 


Colour. 

Mille-fleurs  tapestry  with  draughts  players, 
France  or  Flanders,  c.  t  520-1530. 
Munich.  Collection  of  the  Kayerische  Hypotheken-  und 
VVechsel-Bank  in  the  Bcii'arian  National  Museum. 

comparison  poorly  represented;  among  the  outstand- 
ing exceptions  are  the  important  tapestry  of  the 
'Adoration  of  the  Kings'  from  the  year  1505, 3  and  the 
hanging  with  a  representation  of  'Homo  between 
Justitia,  Misericordia  and  Luxuria'  (No.  i),  produced  like 
the  former  in  Brussels.  In  addition,  in  T961  the  museum 
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Gothic  and  Early  Renaissance  Tapestries 


2.  The  story  of  Esther  (?),  woven 
tapestry,  Brussels,  c.  1 5 15-1520. 
Munich.  Collection  of  the 
Bayerische  Hypothckcn-  und 
Wechsel-Bank  in  the 

Bavarian  National  Museum. 

3.  Gypsies  in  front  of  a  castle, 
woven  tapestry,  Tournai, 
beginning  of  the  sixteenth  century. 
Munich.  Collection  of  the 
Bayerische  Hypotheken-  und 
Wechsel-Bank  in  the 

Bavarian  National  Museum. 


Gothic  and  Early  Renaissance  Tapestries 


received  three  tapestries  formerly  in  the  possession  of 
the  Free  State  of  Bavaria,  which  originated  in  Flanders 
at  the  beginning  of  the  sixteenth  century  (No.  4). 4  The 
most  important  addition  in  this  field  however  is  that  of 
four  tapestries  which  the  Bayerische  Hypotheken-  und 
Wcchsel-Bank  acquired  and  presented  on  loan  to  the 
Bavarian  National  Museum.5 

The  large  format  tapestry  of  many  figures,  which 
has  been  kept  in  the  Bavarian  National  Museum  since 
1973  is  probably  based  on  the  story  of  Esther  (No.  2). 6 
A  pilaster  in  the  style  of  the  early  Renaissance  divides 
the  illustrated  field  into  two  scenes.  On  the  left, 
next  to  two  strolling  couples,  are  three  ladies  engaged 
in  their  toilet.  The  most  luxuriously  dressed  lady,  who 
more  or  less  occupies  the  centre  of  the  scene,  is  handing 
a  knight  a  trinket  which  has  evidently  been  taken  from 
a  jewel  casket  held  by  a  servant;  a  servant  girl  holds  up 
a  mirror  before  another  of  the  ladies.  The  scene  may 
represent  the  dressing  in  finery  of  the  virgins  brought 
to  the  palace  of  Shushan  for  Ahasuerus,  among  whom 
was  the  Jewess  Esther  (Esther  2:  2  ff.).  The  man  in  the 
foreground  dressed  in  oriental-style  robes  would  then 
be  identified  either  as  the  chamberlain  Hegai,  the 
'keeper  ot  the  women'  (Esther  2:  8),  or  in  view  of  the 
ring  he  is  wearing  as  Haman  (Esther  3 :  10)  or  Mor- 
dechai  (Esther  8:  2). 7  The  scene  in  the  right-hand  halt 
ot  the  tapestry  presumably  shows  Esther,  raised  to  the 
status  ot  queen,  being  crowned  by  Ahasuerus;  attend- 
ing the  ceremony  are  a  servant,  six  ladies  of  the  court, 
and  two  courtiers  standing  behind  the  throne. 

As  the  border  and  the  pilaster  motif  indicate,  the 
tapestry  originated  in  Brussels  in  the  broad  circle  of  in- 
fluence of  the  workshop  associated  with  Jan  van 
Roome,  whose  products  reflect  the  world  of  the  mag- 
nificent court  of  the  Governess  of  the  Netherlands, 
Margaret  of  Austria.  The  general  stylistic  level  is  per- 
haps best  represented  by  the  more  ambitious  tapestries 
ot  the  Mestra  series  in  the  Hermitage  in  Leningrad  and 
the  Musees  Royaux  des  Beaux-Arts  in  Brussels.8  There 
too  the  very  closely  packed  figures  are  conceived  in  a 
markedly  two-dimensional  way,  without  a  clearly 
detined  relationship  with  the  sharply  rising  back- 
ground ;  they  are  not  arranged  in  rows  as  on  a  frieze, 
but  assembled  in  large  groups.  Apart  from  the  cos- 
tumes, the  plants  of  the  foreground  and  the  landscape 
ot  the  background  arc  linked  by  the  schematic  render- 
ing of  the  greenery.  We  might  also  mention  the 
tapestries  of  the  parable  of  the  Prodigal  Son  in  the 
cathedral  at  Vigevano9  and  in  the  Institute  of  Arts  at 
Minneapolis,10  which  in  comparison  with  the  Brussels 
example11  show  an  even  clearer  preference  for  rich 
brocade  clothing  and  magnificent  feathered  hats.  The 
tapestry  in  America  is  close  to  that  in  Munich  in  the 
softly  shaped  cast  of  the  drapery  and  the  simplified 
drawing  of  the  faces.  A  stylistically  related  but  qualita- 
tively inferior  hanging  exists  in  the  Paris  art  trade,12 
also  having  a  figure  comparable  with  the  man  in 
oriental-type  costume.  We  might  also  mention  three 


tapestries  published  by  Emil  Kumsch,  which  if  we 
ignore  the  more  severe  overall  composition,  show 
various  points  of  similarity  in  detail.13 

Judging  by  the  style  as  well  as  by  the  costumes, 1 4  the 
so-called  Esther  tapestry  can  be  dated  around  15 15— 
1  520. 15  The  sequence  ot  display  in  the  rooms  of  the 
Bavarian  National  Museum  makes  it  possible  to  com- 
pare the  tapestry  under  discussion  with  the  almost  con- 
temporary allegory  of  man's  path  through  life 
(No.  t),16  which  reduces  in  both  torm  and  content 
what  appears  in  various  other  examples  as  a  larger 
composition. 1 7  The  very  high  quality  of  the  work, 
seen  in  the  symmetrical  balance  of  the  picture  and  the 
sharply  defined  folds  of  the  clothing,  in  the  modish 
accessories  and  the  formation  of  the  faces,  shows  a 
close  relationship  with  the  Herkinbald  tapestry  de- 
signed by  Jan  van  Roome  in  15 13. 18 

A  forceful  contrast  to  the  Brussels  works  is  offered 
by  the  woven  tapestry  lent  to  the  Bavarian  National 
Museum  in  1975  from  the  collection  of  the  Bayerische 
Hypotheken-  und  Wcchsel-Bank,  and  attributed  to  a 
workshop  in  Tournai  (No.  3). 19  The  theme  itself  is 
notably  different.  Some  gypsies  find  themselves  in 
front  of  a  castle,  where  the  lord  of  the  castle  accom- 
panied by  his  wife  is  receiving  game  from  two  hunters. 
While  an  old  gypsy  woman  reads  the  hand  of  a  lady,  a 
gypsy  girl  robs  a  second  lady,  unnoticed  by  her  victim. 
As  the  latter  is  led  on  the  arm  of  a  foppishly  dressed 
galant,  the  gypsy  girl  cuts  her  purse  from  the  strap 
hanging  down  from  her  rich  brocade  dress.  The  care- 
fully restored  tapestry  has  not  been  completely  pre- 
served; a  large  strip  has  been  lost  from  the  left-hand 
third,  which  to  judge  from  the  complete  specimen 
now  in  the  Currier  Gallery  of  Art  in  Manchester  (New 
Hampshire)20  and  formerly  in  a  private  American  col- 
lection21 shows  further  members  of  the  same  family  ot 
gypsies:  women  riding  on  horses  with  children  are 
accompanied  by  a  briskly  striding  man;  a  woman 
sitting  on  the  ground  holds  an  infant  to  her  bosom, 
feeding  him  with  pap  from  a  bowl  held  by  another 
child.  The  tapestry,  of  which  three  versions  have  sur- 
vived, is  probably  a  part  of  the  'Histoirc  de  Carrabarra 
dite  des  Egyptiens'  mentioned  in  the  inventory  ot  the 
estate  of  the  weaver  Arnould  Poissonnicr,  who  died  in 
Tournai  in  1522,  as  consisting  of  seventeen  hangings 
and  various  duplicates.22  Egypt  was  falsely  believed  to 
be  the  country  of  origin  ot  the  gypsies,  who  had  been 
appearing  increasingly  in  western  and  southern 
Europe  from  the  fifteenth  century.  Arnould 
Poissonnicr  made  a  speciality  of  exotic  themes  in 
Tournai;  he  completed  a  'Histoirc  de  Calcou',  which 
may  be  regarded  as  a  description  of  the  voyage  to 
India,  and  another  series  on  a  closely  related  theme,  the 
'Histoirc  de  Carvcnc',  a  history  of  the  caravan. 23But  it 
cannot  be  established  definitely  whether  the  different 
compositions  which  display  the  gypsy  motif  were  pro- 
duced in  the  workshop  of  Arnould  Poissonnicr  him- 
self, especially  since  the  three  tapestries  mentioned 
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4.  Camping  Gypsies  and  a  courtly  couple  in  a  landscape, 
woven  tapestry,  Tournai,  beginning  of  the  sixteenth  century. 
Munich.  The  Bavarian  National  Museum. 


which  show  the  gypsies  before  the  castle  differ  slightly 
from  one  another;  the  one  in  the  Bavarian  National 
Museum  appears  somewhat  simplified  in  comparison 
with  the  other  versions  and  shows  the  same  design  in  a 
slightly  larger  size. 

Tapestries  belonging  to  the  same  thematic  and 
stylistic  grouping  are  to  be  found  in  the  Museum  at 
Magdeburg,  in  Gaasbeek  palace,  in  the  Cranbrook 
Academy  of  Art  Museum  in  Bloomficld  Hills 
(Michigan),  and  in  the  Burrell  Collection  in 
Glasgow.24  The  Bavarian  National  Museum  itself  also 
has  a  related  tapestry  formerly  in  the  possession  of  the 
Bavarian  State  (No.  4). 25  The  tapestries  always  show 
the  unexpected  meeting  of  the  European  world  of 
courtly  characters  with  the  strange-seeming  gypsies. 
In  the  Magdeburg  tapestry  they  are  even  first  seen 
arriving  by  ship  from  distant  lands.  The  figures, 
dressed  in  strongly  coloured  and  sometimes  vividly 
striped  clothes,  are  full  of  unconstrained  activity:  they 
slaughter  their  captured  game,  busy  themselves  with 
cooking  and  roasting,  calm  and  look  after  their  usually 
naked  children.  The  tapestries  express  the  preference 
of  the  workshops  established  in  Tournai  for  robustlv 


expressed  genre  scenes.  Their  origin  in  Tournai  at  the 
beginning  ot  the  sixteenth  century  is  also  confirmed  by 
the  details  of  the  vegetation  -  such  as  the  so-called 
orange  trees  -  and  the  rendering  of  the  architecture, 
which  commands  particular  attention  in  the  specimen 
in  the  Bavarian  National  Museum,  as  does  the  back- 
ground to  the  landscape  with  its  strongly  stylised 
towns. 

Another  tapestry  from  the  collection  of  the 
B.iyerische  Hypotheken-  und  Wechsel-Bank  is  less 
easily  ascribed  to  a  particular  place  of  origin.  Of  the 
type  known  as  a  nriUe-flcurs  tapestry,  the  work 
(colour)26  shows  six  flatly  drawn  figures  with  non- 
overlapping  silhouettes  on  a  ground  evenly  filled  with 
flowers,  trees  and  single  animals.  While  the  centre  is 
taken  up  by  a  modishly  dressed  couple  playing 
draughts,  four  male  figures  are  situated  at  the  corners. 
The  youth  at  top  left  aims  with  an  arrow  at  a  bird 
sitting  in  a  tree,  while  the  corresponding  figure  at  top 
right  holds  a  bird  he  has  already  killed  in  his  hands.  At 
the  bottom  left  is  a  boy  who  has  just  stopped  playing 
with  a  hoop.  The  herald  standing  at  the  bottom  right 
is  proportionately  the  smallest  ot  the  figures. 

Stylistically  comparable  pieces  include  the  series  en- 
titled 'La  Vie  Seigneuriale'  in  the  Musee  de  Cluny, 
Paris,  the  three  tapestries  from  the  Larcade  collection 
now  in  the  Louvre,  and  the  representation  of  a  rustic 
concert  in  Angers.  The  somewhat  later  date  of  origin 
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.  'Triumph  of  Summer',  woven  tapestry, 
!"ouraine(?),  1538. 

Aunich.  Collection  of  the  Baycrischc  Hypothcken-  und 
Vechsel-Bank  in  the  Bavarian  National  Museum. 


)f  the  Munich  tapestry  is  revealed  by  the  tense,  elastic 
rearing  of  the  youths,  which  already  suggests  certain 
Renaissance  features,  and  the  full  clothing  with  puffed 
;leeves,  slashed  materials  and  wide  shoes.  All  these 
reatures  indicate  a  date  of  around  1520-T530.  The 
question  ot  provenance  remains  open,  however;  the 
place  of  origin  may  be  Brussels  or  alternatively  some- 
where in  France. 

The  place  of  origin  of  the  fourth  tapestry  given  on 
extended  loan  to  the  Bavarian  National  Museum  also 
remains  obscure.  In  contrast  to  the  tapestries  already 
discussed,  this  is  devoted  to  a  profane  allegory,  the 
'Triumph  ot  Summer'  (Nos.  5  and  6). 27  The  hanging, 
which  bears  the  date  1538  on  the  border,  broadly 
matches  in  the  portrayal  of  the  figures  an  anonymous 
copper  engraving  of  the  first  half  of  the  sixteenth  cen- 
tury, which  forms  part  of  a  series  of  the  four  seasons 
(No.  7). 28  A  comparison  with  the  graphic  cycle  helps 
to  clarity  the  complex  iconography  of  the  tapestry, 
which  is  probably  the  sole  surviving  specimen  from  a 
a  series  of  four  hangings  depicting  the  tour  seasons. 

While  Spring,  Autumn  and  Winter  are  represented 
by  Flora,  Pomona  and  Janus,  as  the  engravings  show, 


Summer  is  represented  by  Ceres.  The  goddess  sits  en- 
throned on  a  cart  drawn  by  partridges  and  storks;  she 
is  crowned  with  ears  of  corn,  and  also  holds  a  garland 
of  ears  in  her  hand;  next  to  her  lie  a  cornucopia  and  a 
sack  tull  of  grain.  The  cart  is  topped  by  the  form  ot 
Aestas,  also  provided  with  attributes  of  ears  of  corn, 
and  accompanied  by  the  words  attributed  to  Summer 
in  Ovid's  Metamorphoses  11,  28:  'stabat  ruida  aestas  et 
spicea  serta  gerebat'.  An  extensive  retinue  accompanies 
the  cart.  The  temporal  limits  of  the  season  are  indi- 
cated by  the  three  personifications  of  the  months  of 
June,  July  and  August,  whose  standard-like  staffs  bear 
the  signs  of  the  zodiac  of  Cancer,  Leo  and  Virgo.  In 
front  on  the  left  strides  the  god  Phoebus  Apollo, 
adorned  with  the  sun-mask  and  followed  by  Sitis,  the 
personification  of  thirst.  Behind  the  cart  walk  Saturn 
and  Pilumnus;  the  Roman  god  was  honoured  as  the 
inventor  of  the  pestle  and  mortar,  which  served 
amongst  other  things  for  crushing  grain  and  fruit,  and 
was  generally  connected  with  rustic  life.29  This  ex- 
plains why  he  appears  with  the  peasant  couple,  who 
represent  Labor.  They  arc  accompanied  by  Maturitas 
with  a  sheat  ot  ripe  corn.  The  occupations  of  the 
months  of  June,  July  and  August  are  represented  in  the 
background  -  sheep-shearing,  the  hay  and  corn  har- 
vests. There  is  also  an  indication  ot  the  illnesses  which 
are  traditionally  most  prevalent  during  each  month:30 
persistent  fever,   three-day  intermittent  tever  and 
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rabies,  represented  by  the  dog  labelled  as  canis  rabidus. 
The  working  peasants  are  contrasted  with  the  resting 
figure  of  Lassitude,  which  as  may  be  imagined  is  in- 
cluded as  the  characteristic  vice  of  the  summer.  The 
choleric  temperament  is  also  connected  with  summer, 
according  to  the  familiar  scheme;  the  soldiers  repres- 
ented in  the  background  on  the  right  are  designated  as 
Cholcrici  in  the  legend.  The  meaning  of  the  word 
'cavson'  beneath  is  unclear. 

The  inscription  in  the  middle  of  the  upper  border 
which  reads  'rex  gosci  sive  gvtschmin'  is  also  difficult 
to  attribute.  The  form  of  words  refers  back  to  a  wood- 
cut copied  after  Hans  Burgkmair;  the  Augsburg  artist 
had  provided  the  report  of  Balthasar  Springer's  jour- 
ney to  India  in  1 505-1 506,  published  in  1508,  with 
illustrations  which  were  frequently  copied  in  the  fol- 
lowing years.  One  scene  which  was  copied,  with 


altered  inscriptions,  was  the  Triumph  of  the  'kvnig 
von  gvtzin'  as  he  was  called  on  Burgkmair's  original, 
referring  to  the  monarch  of  the  kingdom  of  Cochin  on 
the  Malabar  coast  in  south-west  India.1 1 

With  its  flat,  frieze-like  composition,  the  tapestry  is 
best  compared  with  the  scries  of  Triumphs  after 
Petrarch,  which  probably  originated  in  Touraine 
around  1500  and  are  now  in  the  Kunsthistorisches 
Museum  in  Vienna.32  But  the  latter  do  not  match  the 
example  in  the  Bavarian  National  Museum  in  quality. 
Their  similarity  lies  not  only  in  the  seeming  multitude 
of  inscriptions,  but  also  in  the  large,  closely  grouped 
shrubs  and  the  landscape  in  the  background  with  the 
details  of  the  houses  and  vegetation.  However,  the 
similarity  does  not  mean  that  the  Munich  tapestry  can 
necessarily  be  attributed  to  a  workshop  in  Touraine. 
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a  continuous  horizontal  break  approximately  50  cm.  above 

the  lower  edge.  For  what  follows  in  more  detail,  see 

Georg  Himmelheber,  'Ein  Tausendblumenteppich', 

in  Pantheon,  30,  1972,  p.  392  ff. 

27.  Ref.  No.  L  71  /45 ;  Miinrliner  Jahrbuch  der  bildenden  Kunst, 
3rd  series,  23,  1972,  p.  221  f,  fig.  5.  Wool,  4J  warps  per 
cm.,  292  X  438  cm.  Repaired  in  places:  upper  braid 
restored  including  the  orange  stripe. 

28.  Adam  Bartsch,  'Le  Peintre  Graveur',  new  ed.,  Vol.  10, 
Wiirzburg  1920,  p.  76;  see  Raimond  van  Marie, 
'Iconographie  de  l'art  profane  au  Moyen-Age  et  a  la 
Renaissance',  Vol.  2,  The  Hague  1932,  p.  234,  Note  1. 
Cf.  also  the  related  but  iconographically  less 
comprehensive  cycle  of  the  seasons  by  Virgil  Solis 

(b.  132-136).  Possibly  the  anonymous  engraving,  which 
has  the  figures  less  close  together,  and  the  tapestry  are 
derived  from  a  common  source,  since  the  tapestry  shows 
a  number  of  figures  and  inscriptions  which  do  not  appear 
on  the  engraving.  The  order  of  the  procession  is  also  less 
correct.  As  against  various  other  examples,  Apollo  does 
not  walk  at  the  head  of  the  procession;  also  the  months 
are  shown  in  the  reverse  of  their  chronological  order. 

29.  Pauly-Wissowa,  'Rcalencyclopadie  der  classischen 

Altertumswissenschaft',  Vol.  20,  Stuttgart  1950,  Col.  1371, 

30.  See  Andreas  Grote  et  al.  (ed.),  Breviarium  Grimani, 
facsimile  edition  of  the  miniatures  and  commentary, 
Berlin  1973,  p.  41. 

31.  Gotz  Pochat, '  "Triumphus  Regis  Gosci  sive  Gutschmin". 
Exoticism  in  French  Renaissance  Tapestry',  Gazette 

des  Beaux-Arts,  6th  series,  82,  1973,  p.  305  ff.  A  tapestry 
based  on  the  wood-engraving  of  the  triumphal  procession 
of  the  King  of  Cochin  was  in  fact  woven  in  Arras  after 
1 509-1 511,  but  without  an  inscription  (Paris,  Muscc  des  Arts 
Africainset  Oceaniens;  Pochat,  p.  306,  fig.  1). 

32.  Joseph  Jobe  (ed.),  'The  Art  of  Tapestry',  London  1965, 
fig.  on  pp.  74  and  75. 


Dr.  Lorcnz  Seclig  is  Conservator  of  the  Bavarian 
State  Administration  for  castles,  gardens  and  lakes. 
He  is  an  organiser  of  the  Max  Emanuel  exhibition 
at  Schloss  Schleissheim. 
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AUGSBl  RG  CLOCKS 


Klaus  Maurice 


The  golden  age  of  clock  production  in  die 
free  Imperial  town  of  Augsburg  lasted  from  the 
middle  of  the  sixteenth  century  to  the  middle 
of  the  seventeenth  century.  This  period  and  centre  of 
activity  were  also  the  most  important  for  clock  pro- 
duction throughout  southern  Germany.  These  brilliant 
hundred  years  ended  with  the  founding  of  the  Royal 
Academy  in  London  and  the  Academie  Royale  des 
Sciences  in  Paris;  thus  the  clocks  in  Augsburg  were 
constructed  by  hand  craftsmen  and  were  neither 
designed  nor  inspired  by  scientists.  The  foundation  of 
scientific  societies  and  the  consequent  promotion  of 
science  were  largely  effected  by  England  and  France, 
and  with  this  was  linked  the  development  of  instru- 
ments with  which  any  man  could  prove  for  himself 
that  nature  followed  certain  laws.  A  device  for  measur- 
ing time  was  however  never  promoted  in  Augsburg 
(nor  was  there  a  demand  for  it)  -  only  a  demonstration 
device  which  clarified  astronomical  movements  and 
shortened  calculations  relating  to  the  calendar. 

Scientists  such  as  Hooke  in  London  or  Huygens  in 
Paris,  who  analytically  solved  mechanical  problems 
relating  to  clocks,  always  worked  within  scientific 
societies,  which  were  founded  by  absolutist  and  cent- 
rally controlled  states.  In  the  German  Empire,  however, 
ruled  as  it  was  by  princes,  bishops,  monasteries,  Im- 
perial towns  and  the  Emperor  himself,  there  was  no 
royal  patronage  for  scientific  research  until  the  begin- 
ning of  the  eighteenth  century. 

Thus  the  clockmaker's  craft  flourished  in  Augsburg 
before  the  discovery  of  isochronism  and  the  use  of  the 
pendulum  to  regulate  the  motion  of  the  clock 
(Christiaan  Huygens  at  The  Hague  and  in  Paris),  before 
the  discovery  of  the  epicyclic  tooth  form  (Ole  Roemer 
in  Paris),  of  new  escapements  (Clements  and  Graham 
in  London),  and  before  the  development  of  the  com- 
pensatory pendulum  (Graham).  These  achievements 
were  alone  made  possible  by  the  free  Imperial  town  of 
Augsburg.  The  character  of  Augsburg  itself  is  the 

Colour. 

Elephant  figure  clock,  goldsmith's  work  by 
Christoph  Lencker  (d.  1613),  Augsburg,  c.  1610. 
Figure:  cast  silver,  fire-gilded  bronze; 
height  without  plinth :  3 1  cm. 
Mechanism  also  moves  the  eyes  of  the  beast. 
Quarter-hour  chime;  alarm.  On  the  hour  chime, 
the  driver  pulls  on  the  chain.  Acquired  with  funds 
from  the  Friends  of  the  Bavarian  National  Museum. 


second  essential  feature  of  this  golden  age  of  clock- 
making.  The  town  itself  did  not  own  land  as  did 
Nuremberg,  which  in  its  policies  as  an  Imperial  town 
imitated  the  policies  of  a  large  landowner.  Augsburg 
was  always  intent  upon  trade  and  the  production  of 
finished  goods.  In  contradistinction  to  Nuremberg, 
where  the  aristocracy  ruled  the  town  to  the  exclusion 
of  the  guilds,  in  Augsburg  the  guilds  took  part  in 
municipal  government  and  politics.  Whereas  Nurem- 
berg was  Protestant,  Augsburg  was  tolerant  towards 
the  religious  communities,  and  both  Catholics  and  Pro- 
testants retained  equal  rights.  In  the  latter  town  it  was 
possible  for  a  continuity  to  be  established  for  all  crafts- 
men, both  promoted  and  protected  by  the  town, 
winch  also  extended  to  clock-making.  Here  the  crafts 
developed  independently  of  the  person  or  the  life  of  a 
single  ruler,  independently  of  an  obsessive  monarch 
such  as  the  Emperor  Rudolph  n  in  Prague,  who  had 
summoned  Tycho  Brahe,  Johann  Kepler  and  Jost 
Biirgi  to  Ins  court  and  thus  promoted  scientific  obser- 
vation and  measurement  for  a  short  period  of  his  reign. 
The  promotion  of  every  thing  which  encouraged  trade 
was  a  characteristic  of  Augsburg  at  the  time,  creating  a 
continuity  for  the  clockmaker's  craft  and  for  all  other 
skilled  craftsmen  -  a  situation  unique  among  the 
German  states  which  redounds  to  the  credit  of  the 
town. 

Added  to  the  diminishing  demand  for  handicrafts 
as  a  result  of  scientific  advances,  to  the  diminishing 
political  influence  of  the  town  and  a  consequently 
diminishing  trade,  was  the  obstinate  refusal  of  the 
guilds  to  accept  the  new  factory  methods  of  production 
developed  in  England  and  France.  Above  all  the  pocket 
watches  introduced  from  these  countries  and  from 
Geneva,  providing  a  form  of  timepiece  that  was 
cheaper  and  easy  to  handle,  supplanted  the  complex 
Augsburg  machines,  and  the  trade  in  these  products 
was  correspondingly  reduced. 

Division  of  labour  between  independent  masters  and 
collaboration  between  different  craftsmen  was  how- 
ever possible  and  frequently  facilitated  the  rapid  execu- 
tion of  commissions  from  princes,  usually  through  the 
medium  of  a  retailer  who  relieved  the  individual 
craftsmen  of  the  initial  financing  of  their  work  with 
both  materials  and  money.  By  analogy  with  the 
mirror-clock  in  the  Herzog  Anton-Ulrich-Museum  in 
Brunswick,  for  which  original  data  still  survive,  we 
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Right. 

2.  Lion  figure  clock,  Hans  Buschmann,  Augsburg, 
mid-seventeenth  century.  Figure:  fire-gilded  bronze; 
plinth:  ebony  wood;  mechanism:  brass  plate; 
height:  60  cm.  Indications:  hours,  quarter  hours; 
age  and  phases  of  the  moon;  date;  days  of  the  week. 
Quarter  hour  chime,  followed  by  hourly  chime 
(grande  sonnerie).  The  eyes  and  mouth  of  the  lion  are 
moved  by  a  driving  mechanism  in  the  animal's  body. 
A  sand-glass  in  the  clock-face  is  turned  over  every 
quarter  hour.  Plinth  stamped  with  the  word  eben 
and  the  mark  of  the  Augsburg  inspectorate. 
Work  signed  'Hans  Buschmann'  (f.  1600-1662). 


may  assume  that  in  the  instance  of  the  masterpiece  by 
Johann  Martin  (Nos.  3,  4  and  5)  a  goldsmith,  a  metal- 
turner,  an  engraver  for  the  calendar  leaves  and  another 
for  the  other  ornaments  helped  die  clockmaker  in 
making  the  case  (in  Brunswick  there  was  also  a  wood- 
turner to  turn  the  plinth,  also  present  here,  and  a  book- 
binder for  the  leather  case).  We  can  also  suppose  how- 
ever that  the  clockmaker  himself  obtained  a  wide 
range  of  his  components,  certainly  the  springs,  the 
wheels  for  the  epicyclic  differential  gearing  (Nos.  4  and 
5),  and  also  of  course  the  rolled  brass  for  the  plates  and 
gear  wheels.  This  collaboration  made  possible  a  certain 
standardisation,  which  was  reflected  in  the  plans  of  the 
masterpieces.  Soon  after  its  foundation  in  the  1560s, 
the  Augsburg  guild  of  clockmakcrs  laid  down  several 
types  of  clock  to  be  produced  which  all  had  the  same 
system  of  indicating  the  time.  The  aim  was  to  prevent 
the  simple  copying  of  one  masterpiece  by  another,  but 
at  the  same  time  it  enabled  a  far  wider  production  to  be 
achieved  than  in  other  towns.  In  Nuremberg,  for 
example,  the  same  system  for  a  masterpiece  was  re- 
tained for  over  one  hundred  and  sixty  years.  Of  the 
five  masterpieces  prescribed  by  the  guild,  two  are  illus- 
trated by  items  from  the  museum  collection,  a  tower-  ^ 
shaped  tabic  clock  (No.  1)  and  a  mirror-clock  (No.  3). 

The  large  number  of  craftsmen  working  with  and  for 
one  another  in  Augsburg  explains  the  wide  variety  of 
forms  of  the  clocks.  Examples  of  this  collaboration  are 


1.  Table  clock,  Augsburg  1600.  Case:  fire-gilded  bronze, 
silver  diamondised;  plinth:  pearwood; 
mechanism:  brass  plate;  height  with  plinth:  52  cm. 
Indications:  astrolabe  with  sun  and  moon  indicator; 
days  of  the  week  (through  planetary  gods) ;  opposing 
display  faces:  hours  indicated  as  in  No.  3.  Calendar  leaves 
for  six  months  at  a  time  on  both  faces.  Quarter-hour  chime; 

alarm.  Acquired  with  funds  from  the 
Friends  of  the  Bavarian  National  Museum. 
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3.  Mirror-clock,  Johann  Martin,  Augsburg,  before  1669. 
Case:  bronze,  fire-gilded  copper;  mechanism:  brass  plate; 
height:  70  cm.  Indications  (from  outside  to  inside) : 
annual  calendar;  minute  ring;  Small  Clock  (2  X  i-xn) ; 
Complete  Clock  (1-24),  this  ring  can  be  turned  and  is 
adjustable  to  the  Italian  system  of  counting  the  hours. 
This  system  began  with  the  first  hour  at  sunset.  Segments 
for  the  length  of  day  and  night,  which  alter  according  to  the 
time  of  year.  On  the  edges  one  could  also  read  off"  the  rising 
and  setting  of  the  sun,  and  the  Large  or  Nuremberg  Clocks 
which  began  counting  the  hours  with  the  rising  and  setting 
of  the  sun  respectively,  hi  summer  the  day  had  a  maximum 
of  sixteen  hours  and  the  night  eight  hours ;  in  winter  it  was 
exactly  the  reverse.  Astrolabe  with  sun  and  moon  indicator, 
the  moon  indicator  showing  the  different  aspects. 
Quarter-hour  chime,  alarm.  Signed  'Johann  Martin' 
(1642-1721).  In  1669  Martin  qualified  as  a  master  smith  in 
Augsburg.  For  this  he  had  to  produce  a  masterpiece,  which 
may  well  have  been  this  clock. 

Above. 

4.  Mechanism  of  the  mirror-clock  shown  in  No.  3. 

5.  Exploded  drawing  of  the  epicyclic  differential  gearing  of 
the  mirror-clock  in  No.  3.  The  two  segments  showing  day 
and  night  are  not  drawn  for  the  sake  of  clarity,  but  the  shoe 
which  moves  them  is  visible  (the  large  high  rectangular  panel). 
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the  clock  in  the  shape  of  an  elephant  completed  by  the 
Augsburg  goldsmith  Christoph  Lencker  (colour),  and 
the  Hon  clock  completed  by  a  bronze  caster  and  an 
ebonist  (No.  2),  both  of  which  have  a  mechanism 
which  moves  the  eyes  to  give  a  life-like  impression. 
Yet  the  manner  of  training  of  the  craftsman  himself,  or 
more  exactly  the  communication  of  his  astronomical 
and  mathematical  knowledge,  which  enabled  him  to 
build  complicated  movements  imitating  the  move- 
ment of  the  cosmos,  remains  unclear.  We  know  that 
one  master,  Kaspar  m  Buschmann  (1563-1629),  be- 
queathed his  books  on  astronomy  and  geometry  to  his 
son  in  his  will,  and  also  left  him  his  drawings.  Two 
other  masters,  Baltus  Marquart  and  Tobias  Klieber, 
worked  on  the  monumental  astronomical  clock  in 
Augsburg  cathedral  under  the  guidance  of  the  doctor 
Georg  Henisch  (it  was  taken  down  again  as  early  as 
1609).  Henisch  was  dean  of  the  Augsburg  College  of 
Doctors,  and  openly  held  public  lectures  on  astronomy 
and  astrology  in  that  institution  -  the  astronomical 
indications  which  appeared  on  the  clocks  were  also 
used  for  astrological  purposes.  Sources  such  as  these 
hint  at  the  means  by  which  knowledge  was  trans- 
nutted  to  the  craftsmen  -  on  the  one  hand  through 
theoretical  literature  by  ancient  authors,  and  on  the 
other  by  public  lectures.  But  Buschmann's  will  shows 
that  in  addition  construction  drawings  were  considered 
part  of  the  solid  heritage  of  a  workshop.  It  remains  for 
the  researcher  to  discover  whether  the  designs  for 
epicyclic  differential  gearing  were  simply  copied  or 
whether  individual,  empirically  discovered  combina- 
tions produced  new,  simpler  or  more  exact  solutions 
for  the  mechanical  permutations  of  the  heavenly 
movements. 

All  the  departments  of  the  Bavarian  National 
Museum,  including  the  clock  collection,  take  their 
basic  stock  from  the  art  works  of  the  Munich  Resid- 
ence or  other  Wittclsbach  palaces,  which  were  handed 
over  at  the  founding  of  the  museum  as  they  were  no 
longer  shown  directly  in  the  display  rooms  of  those 
palaces.  The  museum  possesses  a  first-rate  collection  of 
Augsburg  clocks  from  the  sixteenth  and  seventeenth 
centuries,  while  the  French  wall  clocks  of  the 
eighteenth  century  still  remain  in  the  rooms  of  the 
Residence.  With  very  few  exceptions,  the  court  did  not 
acquire  English  clocks,  a  fact  which  must  be  due  solely 
to  the  close  political  alliance  between  France  and 
Bavaria  in  the  eighteenth  century,  an  entente  which  also 
had  an  effect  on  trade.  The  museum's  clock  collection 
was  swelled  by  three  private  collections,  of  which  that 
of  Ernst  von  Bassermann-Jordan  (1933)  was  the  most 
important  and  comprehensive.  The  selection  dealt  with 
here  does  not  show  either  a  chronological  development 
or  the  technical  improvement  of  the  clock.  But  it  docs 
show  the  perfection  of  these  complicated  machines 
before  the  scientific  age,  and  the  collaboration  of 
different  craftsmen  in  a  communal  independent  exist- 
ence which  first  enabled  their  trade  to  develop. 


In  this  brilliant  hundred  years,  complicated  mecha- 
nisms represented  the  revolution  of  the  fixed  stars  in  the 
sky,  made  clear  the  movements  of  the  planets  and  facili- 
tated the  use  of  the  multiplicity  of  methods  of  counting 
the  hours  employed  in  the  German  Empire  -  the  Small 
Clock,  the  Large  Clock,  the  Complete  Clock,  to  name 
only  the  most  important  divisions  of  the  day,  distin- 
guished either  by  the  number  of  hours  used  or  the 
point  at  which  counting  began.  And  it  was  inevitable 
that  these  hundred  years  should  be  full  of  personal  con- 
flicts between  generations,  full  of  mistrust  on  the  part 
of  the  settled  craftsmen  towards  those  who  arrived 
from  elsewhere.  Inevitably  too,  the  privileges  of  the 
retailers  were  constantly  being  restricted  in  favour  of 
the  rights  of  the  craftsmen,  who  sold  their  own  goods 
themselves  and  defended  themselves  against  foreign, 
imported  products.  The  golden  age  is  marked  by  two 
characteristics,  the  building  of  demonstration  devices 
before  the  scientific  era  and  the  promotion  of  crafts 
supported  by  the  deliberate  policy  of  the  free  Imperial 
town.  Research  into  scientific  phenomena,  with  the 
accompanying  publication  of  tables,  scientific  journals, 
terrestrial  or  celestial  maps,  in  short  the  publication  of 
all  writings  which  went  beyond  the  knowledge  of  the 
ancient  authors,  played  no  part  in  Augsburg.  Revolu- 
tionary writings  were  published  here,  but  not  as  in 
England  and  France  by  new  authors  in  the  vernacular 
of  the  country.  Thus  at  the  time  when  the  microscope 
and  the  telescope  were  extending  the  dimensions  of  the 
world,  when  the  colonial  powers  were  trying  to  solve 
the  longitudinal  problem  (the  determination  of  the 
longitude  of  a  ship  at  seas  with  the  help  of  a  chrono- 
meter), the  town  lost  its  leading  role,  and  not  only  in 
relation  to  clock-making.  At  the  same  time  its  econo- 
mic influence  declined,  and  its  political  position,  as  the 
territorial  principalities  became  stronger  in  the  second 
half  of  the  period.  In  the  princely  residences  at  the  end 
of  the  seventeenth  century  it  was  the  dessinateur  who 
determined  the  aesthetics  of  the  internal  appointments. 
The  unite  which  he  sought  after  in  imitation  of  France, 
was  followed  by  the  court  workshop,  winch  created 
the  complete  furnishings  and  all  other  items  of  decora- 
tive art  to  a  common  plan.  The  clocks  of  Augsburg  - 
like  many  other  objects  -  were  and  always  remained 
independent  works,  and  it  was  not  until  very  late  that 
they  began  to  follow  a  unified  style  of  ornamental 
engraving. 


Dr.  Klaus  Maurice  is  a  Curator  in  Chief 
at  the  Bavarian  National  Museum.  He  is 
a  specialist  in  metal  work  from  1500. 
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COURT  ART  IN  1700 

Peter  Volk 


The  state  museums  inMunich  were  almostwithout 
exception  stocked  from  the  collections  of  the 
royal  house  of  Bavaria ;  these  incorporated  the 
art  treasures  of  all  the  branches  of  the  Wittelsbach  fam- 
ily, which  were  brought  together  in  Munich  in  the 
early  nineteenth  century.  It  was  the  Elector  Karl  Theodor 
who  first  began  to  make  the  artistic  possessions  of  the 
court  accessible  to  the  public.  In  1 780-1 781  he  had  a 
picture  gallery  built  by  K.  A.  von  Lespilliez  over  the 
arcade  in  the  northern  part  of  the  court  garden;  it  was 
the  first  public  museum  of  the  Bavarian  residential  city. 
After  this  collection  of  pictures  had  been  transferred  to 
the  Alte  Pinakothek  in  1836,  small  objets  A' art  and  items 
of  the  applied  arts  began  to  be  displayed  in  the  empty 
rooms.  These  'united  collections'  which  were  set  up  in 
1 844-1 846  contained  works  of  Egyptian,  Chinese  and 
Greek  art,  as  well  as  works  from  Sumatra,  Java  and 
Madagascar,  an  ivory  room  and  European  arms  from 
the  Baroque  period.  The  choice  of  objects  displayed  is 
reminiscent  of  the  'art-  and  wonder-galleries'  of  the 
Renaissance.  A  number  of  years  were  still  to  pass  before 
a  suitably  representative  selection  of  the  arts  and  crafts 
was  to  be  available  in  Munich. 

In  1848,  a  few  months  before  he  followed  his  father 
Ludwig  1  on  to  the  throne  as  King  Maximilian  n,  the 
Crown  Prince  Maximilian  made  a  trip  to  Paris  on  which 
he  visited  all  the  important  collections.  This  inspired 
him  to  found  a  new  museum  at  Munich  which  was  to 
combine  a  Mediaeval  collection  like  the  Musee  Cluny 
with  a  gallery  of  historical  monumental  paintings  as  at 
Versailles,  and  a  collection  of  memorabilia  of  the  dyn- 
asty similar  to  the  Musee  des  Souverains  in  the  Louvre. 
The  idea  of  an  additional  collection  of  specimens  of  old 
arts  and  crafts  was  added  after  the  king  had  visited  the 
International  Exhibition  in  London  in  185 1.  Four  years 
later  the  monarch  made  his  plan  a  reality.  The  newly 
created  collection,  known  as  the  'Bayerisches  National- 
museum'  (Bavarian  National  Museum)  was  opened  in 
five  rooms  in  the  Herzog-Max-Burg.  In  1867  it  was 
able  to  occupy  its  own  museum  building  on  the  Maxi- 
milianstrasse  (today  the  Museum  of  Ethnology  - 
Volkerkundemuseum) ;  in  1900  it  was  moved  to  a 
larger  building,  the  Ncubau  Gabriel  von  Seidls  on  the 
Prinzregcntstrasse,  which  still  houses  the  museum  today. 

The  motto  inscribed  over  the  entrance  of  both  build- 
ings, 'to  the  honour  and  instruction  of  my  people',  ex- 
presses the  king's  intention  of  contributing  with  the 


museum  he  created  to  what  he  described  as  the  'revival 
of  piety  and  patriotism'.  The  historical  perspective  was 
strongly  emphasised  by  a  gallery  of  large-scale  repre- 
sentations of  scenes  from  Bavarian  history  connected 
with  the  collections,  which  was  established  in  1858  and 
consisted  of  a  cycle  of  no  less  than  one  hundred  and 
forty-three  paintings.  In  the  new  building  inaugurated 
in  1900  the  historical  aspect  was  still  of  some  import- 
ance, as  can  be  seen  from  the  fact  that  several  rooms 
on  the  main  floor  were  named  after  Wittelsbach 
princes.  Some  of  them  still  carry  these  designations 
today.  In  the  year  1909  one  of  the  museum's  catalogues 
was  entitled  'Denkmale  und  Erinnerungen  des  Hauses 
Wittelsbach'  ('Monuments  and  remembrances  of  the 
house  of  Wittelsbach'),1  and  was  arranged  chrono- 
logically according  to  the  lives  of  the  princes,  with  the 
objects  related  to  them  listed  under  each  one. 

The  old  division  of  individual  parts  of  the  collection 
according  to  royal  personalities  is  justified  by  the  fact 
that  the  objects  originally  in  their  possession  form  well 
defined  groups  which  indicate  the  particular  character 
of  contemporary  court  attitudes  and  artistic  aspirations. 
This  is  especially  true  for  the  two  Wittelsbach  electors. 
They  both  reigned  around  1700,  when,  under  the  in- 
fluence of  the  Sun  King,  the  splendour  and  magnificence 
of  court  life  reached  a  particularly  lavish  scale. 

The  Elector  Johann  Wilhelm  (1658-1716)2  from  the 
Palatinate-Neuburg  line  of  the  Wittelsbachs  reigned 
from  1690  to  1716  as  Elector  of  the  Palatinate,  but  his 
father  had  already  transferred  the  sovereignty  of  Jiilich 
and  Berg  to  him  in  1678.  The  young  prince  established 
Ins  residence  in  the  region's  capital  of  Diisseldorf,  at 
that  time  a  town  of  very  modest  dimensions,  and  he 
retained  it  when  he  became  Elector  because  of  the 
devastation  of  the  Palatinate  and  its  capital  of  Heidelberg 
by  the  French  army  under  Melac.  In  the  warlike  period 
in  which  he  reigned,  Johann  Wilhelm  was  a  faithful 
supporter  of  the  Emperor  Leopold  1,  with  whom  he  was 
twice  related  by  marriage,  and  of  the  latter's  sons,  al- 
though he  himself  did  not  take  part  in  the  fighting. 
Two  of  his  sisters  married  the  kings  of  Spain  and 
Portugal.  He  himself  took  as  his  second  wife  Anna 
Maria  Luisa  de'  Medici,  the  only  daughter  of  Grand- 
duke  Cosimo  in  of  Tuscany.  Thus  he  was  linked  by 
close  family  ties  to  the  most  illustrious  royal  houses  of 
Europe,  and  these  relationships  were  also  visible  in  his 
activities  related  to  art. 
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Johann  Wilhelm  did  not  build  any  houses  of  more 
than  regional  significance.  What  brought  him  lasting 
fame  was  his  picture  gallery,  which  remained  the  only 
one  in  Diisseldorf  when  the  court  was  moved  to 
Mannheim  after  his  death.  With  three  hundred  and 
forty-eight  paintings  the  collection  was  relatively  small 
but  the  outstanding  quality  of  the  paintings  was  so  well 
known  that  any  cultural  tour  in  the  eighteenth  century 
was  bound  to  pass  through  Diisseldorf.  It  was  not  until 
the  early  nineteenth  century,  after  the  different  lines  of 
the  house  of  Wittelsbach  had  died  out  and  their  entire 
art  possessions  were  concentrated  in  Munich,  that  the 
Diisseldorf  gallery  was  also  moved.  It  is  an  essential 
component  of  the  Bavarian  State  picture  collections. 

As  a  collector  of  paintings,  Johann  Wilhelm  turned 
his  glance  chiefly  to  the  West,  to  the  directly  neigh- 
bouring Netherlands.  Flemish  and  Dutch  artists, 
Rubens  and  Rembrandt,  were  both  collected,  and  the 
court  painters  were  mostly  Netherlanders,  the  for- 
most  being  Adrian  van  dcr  Werff.  Another  Nether- 
lander, Gabriel  Grupello,  was  appointed  court  sculptor, 
after  it  proved  impossible  to  draw  Paul  Strudel  from 
Vienna  to  Diisseldorf.  Strudel  nevertheless  worked  for 
Johann  Wilhelm  on  several  occasions;  his  work  in- 
cludes a  marble  bust  of  the  Elector  (No.  i),3  long  in- 
correctly attributed  to  Grupello.  The  style  of  this  bust 
derives  from  the  circle  of  Giusto  del  Court  in  Venice, 
from  winch  Strudel  originated;  it  is  completely  un- 
touched either  by  the  court  art  of  Versailles  or  by 
Flemish  Baroque  sculpture. 

Left.  1.  Paul  Strudel.  The  Elector  Johann  Wilhelm,  c.  1695. 
Below.  2.  Icnaz  Elhafen.  Bacchanalian  Scene,  1708. 
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3.  JOHANN  FRIEDRICH  ArDIN. 

Die  Elector  Joliann  Wilhelm,  before  171 1. 


4.  JOHANN  FRIEDRICH  ArUIN. 

The  Elector  Karl  Philipp  of  the  Palatinate,  c.  1720. 


Johann  Wilhelm  must  have  had  a  particular  prefer- 
ence for  small  format  and  for  a  lovingly  careful  execu- 
tion of  detail.  This  is  demonstrated  by  the  fact  that 
miniature  painting  and  ivory  carvings  were  particul- 
arly popular  at  his  court.  The  ivory  room,4  which 
was  first  publicly  shown  in  Munich  in  the  'united 
collections'  mentioned  in  the  introduction,  was  dom- 
inated by  the  works  of  two  artists  from  the  Austrian- 
Venetian  orbit:  the  Venetian  Antonio  Leoni,  who  is 


established  as  being  in  Diisscldorf  from  1704  to  1716, 
and  the  Tyrolean  IgnazElhafen  (1658-1715),  who  came 
to  the  court  of  Johann  Wilhelm  in  1703  or  1704.  The 
relief  by  Elhafcn  shown  here  (No.  2), 5  signed  and 
dated  1708,  shows  a  Bacchanalian  Scene,  both  of  the 
main  groups  of  which  are  derived  from  engravings  by 
P.  Testa  and  by  F.  F.  Ertinger  after  R.  La  Fage,  a  com- 
pilatory  procedure  characteristic  not  only  of  Elhafcn 
at  this  time.  The  special  quality  of  this  artist's  work  lies 
in  the  immediacy  of  the  soft  modelling,  which  delib- 
erately includes  the  character  of  the  material  in  its 
effect.  The  relief  shows  great  virtuosity  in  its  effects, 
which  range  from  the  treatment  of  the  background, 
almost  paper  thin  in  places,  to  the  boldly  undercut, 
almost  free-standing  figures.  Among  the  ivory  sculp- 
tures from  Johann  Wilhelm's  collection  are  several 
pieces  of  unusual  size,  which  thoroughly  exhaust  the 
possibilities  of  the  medium.  Among  them  is  a  Cruci- 
fixion group6  which  was  specially  prized  by  the  com- 
missioner, as  is  indicated  by  the  gilded  bronze  plinth 
covered  with  lapis-lazuli  of  the  figures  of  the  spectators. 
The  curve  of  the  body  of  the  Mourning  figure  oj  Mary 
(No.  5)  follows  the  line  of  the  elephants'  tusk,  but  is 
effectively  interpreted  as  an  attitude  of  grief.  The  group 
is  dated  around  1710-1715  and  is  closely  connected 
with  the  works  of  Leoni,  which  in  comparison  with 
Elhafen  show  a  somewhat  more  astringent  style,  with 
more  sharply  formed  folds  to  the  drapery. 

Among  Johann  Wilhelm's  miniature  paintings,7 
portraits  inevitably  take  pride  of  place.  Next  to  the 
works  of  Jan  Frans  van  Douven  the  outstanding  enamel 
works  of  Peter  Boy  and  his  pupil  Johann  Friedrich 
Ardin  play  the  most  important  role.  Already  mentioned 
in  171 1  as  being  in  the  possession  of  the  Elector's  con- 
fessor, the  Jesuit  Father  Ferdinand  Orban,  is  the  port- 
rait of  Johann  Wilhelm  by  Ardin,  which  is  mounted  in 
a  silver  cross  of  the  order,  set  with  precious  stones 
(No.  3). 8  The  high  quality  of  the  painting  is  shown  in 
particular  by  the  portrait  of  Johann  Wilhelm's  brother 
and  successor  Karl  Philipp  (No.  4), 9  produced  around 
1720,  winch  has  a  magnificent  gold  enamelled  frame 
attributed  to  Peter  Boy.  Possibly  the  best  work  of 
Peter  Boy  is  a  copy  painted  on  gold,  signed  and  dated 
1716,  of  an  entombment  of  Christ  by  Adrian  van  der 
Werff,10  of  winch  the  Mannheim  catalogue  of  1780 
said,  that  it  was  'so  meticulously  painting  in  enamel, 
that  one  can  say,  non  plus  ultra'. 

The  high  point  of  Johann  Wilhelm's  collection  of 
miniatures  however  are  undoubtedly  the  allegories 
painted  on  ivory  by  Rosalba  Carriera,  which  are  not, 
as  is  the  case  with  most  enamel  portraits,  virtuoso 
copies  of  existing  paintings  in  a  large  format,  but  orig- 
inal inventions  of  the  greatest  delicacy.  In  the  Woman 
Gardener  (No.  6),11  the  ivory  shines  through  the  quite 
thinly  painted  flesh  colour,  while  the  straw  hat  with 
the  bunch  of  flowers  and  the  basket  with  the  fruit  are 
much  more  thickly  painted  with  brilliant  colours.  Here 
we  seem  to  find  an  anticipation  of  Rococo  painting. 


5.  Mourning  figure  of 
Mary,  in  the  manner 
of  Antonio  Leoni, 
c.  1710-1715. 


6.  Rosalba  Carriera. 
Woman  Gardener, 
before  1720. 
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I  johann  Wilhelm  did  not  only  employ  this  Venetian 
irtist,  who  was  one  of  the  well-known  personalities  of 
her  time  and  was  prominent  not  only  as  a  miniature 
painter  but  also  for  her  pastels.  Her  brother-in-law 
Giovanni  Antonio  Pellegrini  also  worked  for  the 
Diisseldorf  court. 

There  were  stronger  links  with  Florence  than  there 
were  with  Venice,  for  here  at  the  court  of  Johann 
Wilhclm's  father-in-law  bronze  sculpture  was  exper- 
iencing a  new  and  final  flowering  with  Giovanni 
Battista  Foggini  and  Massimiliano  Soldani.12  Several 
important  Florentine  bronzes  were  sent  to  Diisseldorf 
as  gifts,  and  no  doubt  the  recipient  had  been  consulted 
beforehand,  perhaps  even  asked  to  state  his  wishes. 
Among  the  finest  works  of  Florentine  bronze  sculp- 
ture of  the  time  arc  Soldani's  reliefs  of  the  Seasons,13 
which  have  been  preserved  in  their  original  ebony 
frames  set  with  bronze  cartouches.  These  are  represent- 
ations of  the  gods  and  goddesses  Flora,  Ceres,  Bacchus 
and  Vulcan  with  subsidiary  figures,  symbolising  not 
only  the  appropriate  season  but  also  gardening,  agri- 
culture and  viniculture  as  well  as  art.  The  inscriptions 
relate  to  the  products  and  riches  of  the  Palatinate ;  and 
Winter  even  bears  the  motto  of  Johann  Wilhelm  on  a 
shield:  'dominvs  virtvtvm  nobiscvm'.  The  detail 
from  Spring  reproduced  here  (No.  7)  with  the  group 
of  Flora  and  the  gods  of  gardening  Vertumnus  and 
Pomona,  with  Jupiter  and  Juno  in  the  heavens,  gives 
an  idea  of  the  high  quality  of  these  reliefs,  which  were 
sent  in  pairs  to  Diisseldorf  in  1708  and  171 1  as  gifts  by 
the  Gran'  Principe  Ferdinando,  the  brother  of  the 
Elector's  wife.  On  23  June  1708,  Johann  Wilhelm 
thanked  him  emphatically  for  the  'superbi  bassi  rilievi', 
adding,  'saranno  il  piu  bel  ornamento  de'  miei  gabi- 
netti'.  They  were  given  a  permanent  place  among  the 
paintings  of  the  gallery.  Among  the  finest  small-format 
groups  by  Foggini,  the  second  exponent  of  Florentine 
bronze  sculpture  around  1700,  is  the  Flaying  of  Marsyas 
by  Apollo  (No.  8), 14  another  casting  of  which  was 
presented  to  the  painter  Hyacinthe  Rigaud  by  Grand 
Duke  Cosimo  m  in  1716. 

Of  the  stone  inlays  which  were  perhaps  a  character- 
istic product  of  Florentine  art,  the  major  works  which 
reached  the  Diisseldorf  court  returned  to  Florence 
when  Anna  Maria  Luisa  de'  Medici  returned  to  her 
native  town  after  the  death  of  her  husband,  and  today 
they  are  among  the  main  treasures  of  the  Museo  degli 
Argenti  in  the  Palazzo  Pitti  (see  The  Connoisseur,  July 
1976).  A  few  small  pietra  dura  chests  nevertheless 
reached  Munich,15  including  a  magnificent  casket 
with  bundles  of  flowers  and  fruit. 

Among  the  dominant  influences  of  the  Netherlands, 
the  Imperial  court  in  Vienna,  and  Florence,  the  art  of 
Johann  Wilhclm's  court  only  occasionally  registers  the 
effects  of  court  art  at  Versailles,  as  for  instance  in  the 
ceremonial  weapons  of  Armand  Bongarde,16  which 
can  be  compared  with  the  best  Parisian  products. 
French  influence  is  also  visible  in  furniture.  The  furni- 
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8.  Giovanni  Battista  Foggoni.  The  Flaying  of  Marsyas. 
Above  right. 

9.  Viola  da  Gamba,  by  Joachim  Ticlke,  1691. 


10.  Coin  Cabinet,  by  Anton  Lautenschcin,  1701-1702. 
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ture-maker  Anton  Lautenschein  is  recorded  as  having 
been  in  Diisseldorf  from  1696  to  1716,  and  his  main 
works,  two  coin  cabinets  [partie  and  contre-partie)  of 
1701-1702  (No.  io)17  are  decorated  with  Boulle  in- 
lays, the  latter  displaying  an  exact  knowledge  of  the 
latest  products  of  the  workshop  of  Charles  Andre 
Boulle  in  Paris.  These  pieces  are  admittedly  quite 
un-French  in  their  heavy  overall  form. 

Apart  from  the  graphic  arts,  music  played  an  im- 
portant role  at  the  court  in  Diisseldorf.  The  Elector 
himself,  like  Max  Emanuel,  was  a  good  player  of  the 
bass  viol,  and  he  owned  the  viola  dagamba  dated  1691, 
richly  inlaid  with  tortoise-shell  and  ivory,  by  the  famous 
Hamburg  instrument  maker  Joachim  Tielcke  (No.  9) . 1 8 

JohannWilhelm's  activities  as  a  collector  reflected  his 
international  connections,  his  personal  taste  and  expert 
knowledge;  he  also  showed  great  perseverance  in  the 
pursuitof  individual  works  which  he  wished  to  acquire. 
By  comparison,  the  artistic  activities  of  the  court  at 
Munich  under  Max  Emanuel  at  first  seem  less  clearly 
defined,  but  on  account  of  the  greater  political  import- 
ance of  Bavaria,  they  were  more  expensive  and  more 
grandiose.  The  sovereign  is  the  subject  of  an  extensive 
historical  exhibition  'Kurfiirst  Max  Emanuel  -  Bayern 
und  Europa  urn  1700'  ('The  Elector  Max  Emanuel  - 
Bavaria  and  Europe  around  1700'), 19  which  is  now 
(until  3  October)  in  Schleissheim  palace  and  is  devoted 
not  only  to  his  scintillating  personality  but  above  all  to 
the  multifarious  dynastic,  political  and  cultural  currents 
which  were  exemplified  by  his  person.  At  the  time, 
Bavaria  held  a  stronger  position  in  the  world  of  Europ- 
ean politics  than  was  really  warranted  by  its  real  power 
and  its  geographical  position. 

Maximilian  n  Emanuel  (1662-1726)  was  four  years 
younger  than  Johann  Wilhclm.  He  became  Elector  at 
the  early  age  of  eighteen  and  was  to  rule  for  forty-six 
years.  As  a  young  man  he  distinguished  himself  as  an 
ally  of  the  Emperor  in  the  Turkish  wars  between  1683 
and  1688.  He  became  a  popular  victor  over  the  Turks, 
who  themsclvcsadmiringly  dubbed  him  the 'Blue  King'. 
He  married  a  daughter  of  the  Emperor  and  his  sisters 
married  the  heirs  to  the  thrones  of  France  and  Tuscany. 
For  a  decade  he  was  governor  of  the  Spanish  Nether- 
lands and  moved  his  residence  to  Brussels.  Charles  11  of 
Spain  designated  Max  Emanuel's  son  Joseph  Ferdinand 
as  his  successor  to  the  throne;  a  Wittelsbach  was  to 
become  the  ruler  of  a  world  kingdom  on  which  the  sun 
never  set.  However  the  prince  died  at  the  age  of  six 
and  the  dream  came  to  nothing.  The  war  of  the  Span- 
ish Succession  found  Max  Emanuel  on  the  side  of 
Louis  xiv.  The  decisive  battle  at  Hochstadt  and  Blind- 
heim  an  der  Donau  on  13  August  1704  against  the 
Duke  of  Marlborough  and  Prince  Eugene  was  lost.  As 
a  result  Bavaria  came  under  Austrian  occupation.  Max 
Emanuel  thereupon  returned  to  the  Netherlands  and  a 
few  years  later  went  into  exile  in  France.  He  spent 
eleven  years  outside  Bavaria,  deprived  of  all  his  offices. 
He  lived  another  eleven  years  in  his  homeland  after  his 


reinstatement,  a  period  which  was  to  be  decisive  for  its  j 
artistic  development.  The  court  at  Munich,  whichstrove  ; 
to  imitate  the  latest  French  customs,  became  a  model  j 
of  progress,  and  the  last  years  of  Max  Emanuel'sjife  | 
saw  the  beginnings  of  Bavarian  Rococo. 

The  ambitions  of  the  Munich  court  were  more 
strongly  oriented  than  in  Diisseldorf  towards  large 
palace  and  garden  complexes.  As  early  as  the  1680s  the 
Lustheim  palace  was  built,  a  building  based  on  Italian 
models  with  a  cycle  of  ceiling  frescoes  in  the  interior, 
which  stands  at  the  beginning  of  the  grandiose  develop- 
ment of  Baroque  ceiling  painting  in  Southern  Ger- 
many. After  171 5  Schleissheim  and  Nymphenburg 
were  enlarged  into  residences  on  a  European  scale. 

Like  Johann  Wilhelm,  Max  Emanuel  also  collected 
paintings.  However,  whereas  the  former  would  often 
spend  a  long  time  in  pursuit  of  a  single  work,  the  latter 
would  buy  up  whole  collections  on  a  grand  scale,  such 
as  that  of  Gisbert  van  Colen,  which  contained  amongst 
other  works  fifteen  paintings  by  Van  Dyck,  eight  by 
Brouwer,  and  twelve  by  Rubens  including  some  im- 
portant late  works.  The  world-famous  Rubens  collec- 
tion in  the  Alte  Pinakothek  in  Munich  is  essentially 
composed  of  the  acquisition  of  the  electors  Johann 
Wilhelm  and  Max  Emanuel.  The  importance  which 
the  latter  attached  to  his  acquisitions  is  shown  by  the 
fact  that  he  had  Rubens'  Murder  of  the  Children  in 
Bethlehem  and  the  Rest  on  the  Flight  to  Egypt  by  Van 
Dyck  built  into  the  woodwork  of  his  ceremonial  bed- 
chamber. A  third  picture  from  the  Van  Colen  collec- 
tion, Van  Dyck's  equestrian  portrait  of  Charles  1  of 
England,  was  presented  to  the  Duke  of  Marlborough  in 
1706  by  the  Emperor  Joseph  1,  and  he  took  it  back 
from  Munich  to  England  while  Max  Emanuel  remained, 
frustrated  and  powerless  to  stop  him,  in  Brussels.  To- 
day it  is  in  the  National  Gallery  in  London. 

Costly  individual  gifts,  which  played  such  a  large 
part  in  courtly  life,  were  not  necessarily  characteristic 
of  the  general  artistic  direction  of  the  court.  An  exam- 
ple is  the  extremely  costly  sporting  gun  with  iron 
tracery  work,  damascening  and  silver  inlays  by  Pierre 
Gruche  (No.  11),20  one  of  the  leading  Parisian  gun- 
smiths, which  was  sent  to  Munich  as  a  gift  from  Louis 
xrv.  The  occasion  may  have  been  that  of  the  marriage 
of  Max  Emanuel's  sister,  Maria  Anna  Christina,  with 
the  Grand  Dauphin.  The  marriage  of  the  Elector's 
youngest  sister,  Violante  Beatrix,  with  Gran'  Principe 
Ferdinando  de'  Medici  in  1688  was  probably  the  occas- 
ion for  the  sending  to  Munich  of  a  pietra  dura  cabinet 
which  bears  the  monogram  of  Max  Emanuel  (front 
cover).24  This  was  some  years  before  a  family  and 
hence  an  artistic  relationship  was  established  between 
Diisseldorf  and  Florence. 

Max  Emanuel  became  familiar  with  Netherlandish 
art  in  Brussels,  where  he  resided  from  1692  to  the 
beginning  of  1701.  Not  only  did  he  buy  paintings  there, 
he  also  had  tapestries  made.  In  1696  the  weavers 
Jerome  Le  Clerck  and  Gaspar  van  der  Borcht  delivered 
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1  series  of  ten  hangings  from  designs  by  Lambert  de 
i-Iondt,  depicting  scenes  from  military  life  (No.  12). 22 
They  do  not  refer  to  particular  events,  but  the  com- 
nander  shown  is  intended  to  be  Max  Emanuel,  even 
:hough  the  likeness  is  not  very  convincing.  This  series 
:>f  military  scenes  soon  became  generally  popular  and 
was  widely  distributed  through  the  well-known  Marl- 
Dorough  tapestries  at  Blenheim  Palace  and  several  other 
series  differing  slightly  from  one  another;  one  of 
:hese  was  created  in  1724  for  Schleissheim. 

In  Brussels  the  Elector  also  came  into  contact  with 
East  Asian  art.  Shortly  after  his  arrival  he  commis- 
sioned his  court  architect  Henrico  Zucalli  to  create  a 
'Dutch  room'  in  the  Munich  residence  with  mirrors, 
Chinese  porcelain  and  'Indian'  figures  (1693 -1694), 
and  he  himself  acquired  lacquered  furniture  and  pieces 
of  porcelain.  A  large  number  of  East  Asian  porcelain 
objects  with  Parisian  mountings  in  silver  and  gilt 
bronze,  dating  from  the  first  quarter  of  the  eighteenth 
century  (No.  13),23  show  that  this  interest  remained 
alive.  Perhaps  its  finest  expression  is  found  in  the  in- 
ternal appointments  of  the  Pagodenburg  in  the  garden 
of  the  Nymphcnburg  palace,  one  of  the  high  points  of 
the  fashion  for  things  Chinese  in  Germany.  Among  the 
relatively  early  examples  of  chinoiserie  is  a  writing  desk 
decorated  with  Boulle  inlays,  manufactured  in  Ant- 


12.  La  Marche,  from  the  so-called  Munich  series  of 
'The  Art  of  War'  tapestries,  Brussels,  before  1696. 

werp  in  1705  (No.  14). 24  Boulle  furniture  is  among 
those  art  products  which  perhaps  best  reflect  the  con- 
temporary taste  for  splendour  and  display.  The  Elector 
bought  furniture  of  this  kind  in  Antwerp  and  Paris 
(No.  1 5), 25  but  in  Munich  there  was  a  productive  work- 
shop under  the  cabinet-maker  Johann  Puchwiser,26 
which  supplied  the  needs  of  the  court  and  the  nobility. 

13.  Large  bowl,  Japan,  Imari,  c.  1710-1720. 
Silver  mounting:  Paris,  c.  1720. 


45 


Court  Art  in  1  joo 


14.  Writing  desk,  detail,  Antwerp,  c.  1705. 


15.  Writing  desk,  detail,  France  (?),  before  1714. 


Max  Emanuel's  first  close  contact  with  French  art 
also  goes  back  to  the  Brussels  period.  In  this  his  mis- 
tress Countess  Arco,  who  was  living  in  Paris,  played  an 
important  role.  It  was  she  who  established  theconnec-., 
tion  with  Joseph  Vivien  and  later  also  with  Germain 
Boffrand.  Vivien,  one  of  the  pioneers  of  the  use  of 
pastels,  which  were  so  important  in  the  eighteenth 
century,  worked  for  the  court  at  Brussels  from  not 
later  than  1698,  and  later  on  for  the  court  at  Munich. 
A  characteristic  work  by  him  is  the  pastel  portrait  of 
Countess  Arco  (No.  16), 27  which  can  probably  be 
identified  with  the  'ouvrage  parfait',  as  the  Elector 
described  it  to  the  subject,  which  arrived  in  Brussels 
with  its  glass  broken  in  August  1705. 

From  the  Netherlands,  Max  Emanuel  bought  small 
French  bronzes,  including  some  by  Roger  Schabol, 
who  is  known  as  the  caster  and  collaborator  of  Martin 
Desjardins.  Schabol's  equestrian  statue  of  Max  Emanuel 
of  1699  (No.  17)  is  almost  a  meter  high.28  Similar  in 
character  to  Desjardins'  equestrian  memorial  of  Louis 
xiv  for  Lyons,  cast  in  1693/94,  it  is  one  of  the  most 
impressive  representations  of  the  Elector  from  those 
years.  The  French  bronzes,  which  were  displayed  in 
their  own  bronze  room  in  direct  proximity  to  the 
Electors'  apartments  in  the  Munich  Residence,  were 
unfortunately  largely  destroyed  by  fire  in  1729.  How- 
ever, the  information  which  we  have  about  this  collec- 
tion and  the  few  pieces  which  survived  the  fire  enable 
us  to  establish  that  Max  Emanuel  was  at  least  the  equal 
of  Augustus  the  Strong  in  this  field. 

The  impact  of  Max  Emanuel  in  the  Netherlands  was 
reflected  in  indigenous  art.  Thus  a  linen  damask  ser- 
viette made  in  Courtrai  in  1695  shows  him  as  a  com- 
mander on  horseback  between  military  trophies  before 
the  fortress  of  Namur  (No.  18).29  He  is  being  crowned 
with  a  laurel  wreath  by  Victory  shown  as  a  putto  while 
on  the  upper  end  we  see  the  arms  of  alliance  of  Bavaria 
and  Poland  held  by  putti  with  the  attributes  of  the 
Christian  virtues  of  faith,  hope  and  charity.  Comme- 
morative articles  such  as  this  were  manufactured  in 
quantity,  and  a  number  of  different  serviettes  of  this 
kind  were  produced  to  celebrate  the  siege  and  capture 
of  Namur  by  William  in  of  England  and  Max  Emanuel 
in  the  year  1695. 

Among  the  crafts  practised  by  royal  personages  per- 
haps the  most  distinguished  is  that  of  ivory  turning. 
The  Wittelsbachs  were  great  practitioners  of  this  art; 
turned  vessels  have  been  preserved  made  by  Max 
Emanuel's  father  and  grandfather,  while  the  articles 
which  he  himself  made  perished  in  the  fire  at  the  Resi- 
dence in  1729  already  mentioned.  However,  his  lathe, 
which  continued  to  be  much  used  by  his  successors, 
has  survived.30  It  bears  on  the  side  the  inscription 
'Francois  Houard  a  Invcnte  ct  faite  cette  Machine  pour 
s:A:s:E:te  de  Baviere  Maximilien  Emmanuel  en  1712'. 
Houard,  w  ho  had  been  employed  as  a  turner  in  Namur 
in  171 1,  was  later  among  the  French  craftsmen  who 
moved  to  Munich.  It  so  happens  that  precisely  in  the 
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years  1708-1711,  when  Max  Emanuel's  career  had 
reached  its  lowest  point,  there  is  constant  mention  of 
ivory  turning.  In  1709,  after  a  visit  to  the  Elector,  now 
deprived  of  all  his  commands,  Marshal  Villars  com- 
mented that  he  had  nothing  left  except  his  mistresses 


Joseph  Vivien.  Agnes  Francoise  Lelouchier,  Countess  Arco, 
704. 

Roger  Schabol,  Equestrian  Statuette  of  the 
ctor  Max  Emanuel,  1699. 


and  his  turning. 


In  the  last  years  of  his  exile,  when  the  Elector  stayed 
near  Paris,  and  eventually  in  his  own  palace  furnished 
by  Boffrand  and  Effher  at  St.  Cloud,  his  return  to 
Bavaria  was  already  in  prospect.  Thus  he  was  able  to 
set  about  assembling  a  staff  of  artists  who  could  work 
for  him  in  Munich  in  the  newest  French  styles.  At  an 
early  stage  he  sent  for  training  in  Paris  Bavarian  artists 
and  craftsmen  such  as  the  architect  Joseph  EfFner,  who 
was  the  controller  of  all  building  works  after  171 5,  the 
landscape  gardener  Mathias  Disel  and  the  cabinet- 
maker Adam  Pichler.  Later  he  intensified  his  co-opera- 
tion with  French  artists  and  enlisted  the  advice  of  the 
all-powerful  'Premier  Architecte  du  Roi'  Robert  de 
Cotte,  and  the  landscape  gardener  Claude  Desgots  for 
the  completion  of  Schleissheim  palace,  which  had  been 
left  an  empty  shell,  and  its  garden.  For  Munich  he  en- 
gaged in  particular  the  landscape  gardener  Dominique 
Girard  and  the  sculptor  Guillielmus  de  Grof,  born  in 
Antwerp  in  1676.  He  must  have  met  the  latter  in  171 3 
at  the  latest,  for  by  a  year  later  de  Grof  was  already 
established  on  a  salary.  Also  dating  from  1714  is  one 
of  de  Grof 's  chief  works,  an  equestrian  statue  inten- 
ded for  an  interior  (No.  19)31  winch  in  its  richness  and 
its  multiform  construction  exactly  expresses  the  taste  of 
those  years :  Max  Emanuel  leaps  over  a  conquered  Turk 
and  the  allegory  of  Unbelief,  dressed  as  a  commander 
of  ancient  times,  while  Victory  crowns  him  with  the 
laurel  wreath  of  the  victor.  The  plinth  is  decorated 
with  two  reliefs  with  representations  of  his  most  im- 
portant victories  over  the  Turks,  and  his  monogram 
and  coat  of  arms.  The  triumphant  victor  over  the 
Turks  is  also  characterised  as  the  defender  of  the  Chris- 
tian faith,  and  the  world-wide  extent  of  his  fame  is 
indicated  by  the  globe  on  the  high  base,  with  choice 
Boulle  inlays  which  must  have  originated  in  one  of 
the  leading  Paris  workshops.  The  group  follows  a 
model  winch  was  evidently  very  popular  at  the  time, 
having  been  conceived  a  decade  or  so  beforehand  for 
Louis  xiv,  but  meanwhile  adapted  for  representations 
of  other  sovereigns.  All  parts  of  the  monument  are 
remarkably  finely  executed,  both  the  equestrian  group 
itself  and  the  ancillaries,  winch  are  also  attributed  to 
de  Grof.  The  latter  came  to  Munich  in  17 16  and  was 
chief  court  sculptor  until  his  death  in  1742,  creating 
above  all  garden  sculptures  in  gilt  lead.  In  171 7  he  also 
created  a  wall  fountain  of  silver  and  gilded  bronze  for 
the  Elector's  study  in  the  Munich  Residence.32  The 
fountain  group,  consisting  of  a  putto  with  a  fish  (No. 
20),  betrays  de  Grof's  Flemish  origins;  it  belongs  to 
those  works  which  had  an  effect  beyond  the  immediate 
circle  of  the  court  and  which  inaugurated  the  great 
development  of  Munich  sculpture  in  the  eighteenth 
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Both  Johann  Willielm  and  Max  Emanuel  appear  to 
us  as  characteristic  royal  personalities  of  the  era  of 
Louis  xrv.  Spurred  on  by  a  need  for  luxury,  they  sought 
to  elevate  their  reputations  by  a  lavishly  maintained 
court  and  intensive  artistic  activities.  Max  Emanuel, 
who  had  far  greater  means  at  his  disposal  than  Johann 
Wilhelm,  was  chiefly  active  in  the  years  after  1715, 
when  Munich  became  a  centre  for  the  dissemination  of 
the  most  modern  French  taste  in  Germany.  The  Elector 
of  the  Palatinate  died  in  1716,  and  the  influence  of 
French  court  art  was  hardly  noticeable  at  his  court. 
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\\ ANNUAL  CRIB 
FROM  SOUTH  TYROL 


Angela  Volker 


i.  The  Annunciation. 


2.  The  Flight  into  Egypt. 

Colour. 

Above. 

a.  The  Birth  of  Christ  and  the  Adoration  of  the  Shepherds. 
Centre. 

b.  The  Wedding  at  Cana. 
Below. 

c.  The  Crucifixion. 


TN  1974  the  Bavarian  National  Museum  (Bayerisches 
Nationalmuseum)  acquired  an  extensive  annual 
crib  (Jahreskrippe)  which  significantly  completes  the  | 
important  collection  of  cribs  in  the  museum.1  It  consists 
of  five  hundred  individual  figures  and  groups  of  figures, 
carved  out  of  wood  and  coloured,  with  an  average 
height  of  four  to  five  centimetres.  They  are  very  well 
preserved  and  the  colours  are  brilliant,  particularly  after 
the  cleaning  recently  carried  out.  A  chest  was  purchased 
together  with  the  figures  (height:  75  cm.;  breadth 
95  cm. ;  depth:  35  cm.)  which  contains  a  lull  or  mound 
constructed  of  cardboard,  papier  mache,  fabric  and 
tinsel.  It  may  have  originally  belonged  to  the  figures:  it 
is  representative  of  the  kind  of  chest  customarily  used 
for  such  cribs.  The  figures  were  no  longer  arranged  in- 
side the  chest,  but  were  kept  separately.  There  is  no 
information  on  this  crib  in  the  available  literature. 

Today  it  comprises  over  seventy  scenes  from  the  life 
of  Christ,  of  the  Virgin  Mary  and  Adam  and  Eve,  as 
well  as  a  representation  of  the  Last  Judgment.  Most  of 
the  scenes  portray  occurrences  which  are  described  in 
the  Bible,  only  a  few  have  Apocryphal  sources. 

Ignoring  both  the  exhibition  plan  at  the  museum 
and  the  original  plan  for  the  crib,  winch  can  only  be 
guessed  at  anyway,  we  will  list  the  individual  scenes 
in  order  of  their  appearance  in  the  Bible  so  as  to  give 
some  idea  of  the  comprehensiveness  of  the  scenes 
and  the  theological  programme  of  the  crib.  The 
beginning  of  the  gospels  and  the  youth  of  Christ  are 
illustrated  with  die  following  scenes:  the  Annunciation 
to  Zacharias,  the  Annunciation  to  Mary  (No.  1),  the 
return  to  Bethlehem,  the  seeking  of  shelter,  the  birth  ofl 
Christ  and  the  adoration  of  the  shepherds  (colour  a), 
the  procession  of  the  Three  Kings,  the  adoration  of  the 
Child  by  the  Three  Kings,  the  circumcision,  the  present- 
ation in  the  temple,  the  flight  into  Egypt  (No.  2),  the 
murder  of  the  first-born,  the  pilgrimage  to  Jerusalem, 
the  twelve-year-old  Jesus  in  the  temple,  the  preaching 
of  John  the  Baptist  and  the  baptism  of  Christ. 

The  following  scenes  have  been  retained  from  the 
public  ministry  of  Christ:  the  temptation  of  Christ,  the 
wedding  at  Cana  (colour  b),  the  catching  of  the  multi- 
tude of  fish,  the  healing  of  the  man  sick  of  the  palsy, 
the  parables  of  work  on  the  Sabbath,  the  sheep  in  the 
pit,  (No.  3)  -  the  crib  version  of  which  is  the  ass  in 
the  well,  of  the  blind  leading  the  blind,  of  the  mote 
and  the  beam,  the  resuscitation  of  the  young  man  of 
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Nain  (No.  6),  the  parable  of  the  sower,  the  storm  orjA 
the  lake  (No.  5),  the  healing  of  the  daughter  of  Jairus 
the  feeding  of  the  five  thousand,  the  healing  ot  a  deaf- 
mute  (No.  8),  the  transfiguration  of  Christ  on  Moun 
Tabor,  the  healing  of  a  child  possessed,  the  parables  o 
the  Good  Samaritan,  of  the  lost  piece  of  silver,  ot  th< 
unjust  ruler,  of  the  prodigal  son,  the  healing  of  the  ter 
lepers,  the  parables  of  the  Pharisee  and  the  publican  anc 
of  the  husbandmen  and  the  vineyard,  and  finally  the 
raising  of  Lazarus  from  the  dead. 

The  passion  and  death  ot  Christ  are  represented  ir 
the  following  scenes:  the  entry  into  Jerusalem,  Chris 
weeps  for  Jerusalem,  the  cleansing  of  the  temple,  th< 
betrayal  by  Judas,  the  Last  Supper  and  the  washing  o 
the  disciples'  feet,  Christ  on  the  Mount  of  Olives  (No 
4),  the  kiss  of  Judas,  the  capture  of  Christ  with  Pete 
and  Malchus,  the  mocking  of  Christ,  Christ  befon 
Caiaphas,  the  Jews  wish  to  stone  Christ,  the  suicide  o 
Judas,  Christ  before  Pilate  and  Herod,  the  release  o 
Barabbas.  the  scouro-in^  the  crowning  with  thorns  anc 
Eccc  Homo,  the  way  of  the  Cross  (No.  8)  with  St 
Veronica,  Christ  divested  of  his  garments,  Chris 
nailed  to  the  Cross,  the  erection  of  the  Cross  and  th< 
Crucifixion  (colour  c). 

The  time  from  the  entombment  to  Whitsun  is  re 
presented  by:  the  entombment,  the  women  at  the  sep 
ulchrc/Noli  me  tangere',  the  Resurrection,  Jesus  appear 
to  the  disciples,  'Feed  my  sheep',  the  Ascension  o 
Christ  and  the  miracle  of  Pentecost. 


4.  Christ  on  the  Mount  of  Olives. 


5.  The  Storm  on  the  Lake. 
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Further  scenes  include  the  Last  Judgment,  the  birth 
and  ascension  of  Mary,  a  figure  of  Maria  Immaculata 
and  also  Adam  and  Eve  and  their  expulsion  from  para- 
dise. In  addition  there  are  numerous  animals  and  figures 
which  can  be  used  for  several  different  scenes,  or  which 
are  not  clearly  attributable  to  a  particular  group  or  re- 
presentation. 

Individual  figures  and  groups  of  figures  stand  on 
bases  winch  are  green  and  rounded  when  the  scene 
takes  place  in  the  open  air  and  angular,  representing 
slabs  of  marble,  when  it  takes  place  indoors.  The  figures 
are  formed  with  a  few  cuts  emphasising  a  characteristic 
bodily  movement  or  emotional  attitude.  In  spite  of  the 
miniature  format,  the  carver  has  achieved  a  thoroughly 
realistic  effect  both  in  the  gestures  and  the  details  of  the 
clothing.  Occasionally,  however,  the  highly  expressive 
gestures  of  the  main  figures  are  vitiated  by  very  schem- 
atically executed  movements  and  a  monotonous  re- 
presentation of  clothing,  particularly  in  the  case  of  the 
Apostles.  All  the  figures  and  the  small  pieces  of  scenery 
are  brilliantly  coloured,  with  primary  colours  being 
used  most  of  all.  The  character  and  clothing  of  the 
most  important  figures  are  always  represented  in  the 
same  way,  so  that  there  is  no  doubt,  for  example,  who 
Judas  is:  he  is  red-haired,  wears  a  yellow  robe  and  usu- 
ally carries  a  purse  with  the  pieces  of  silver  in  it. 

The  composition  of  the  different  scenes  is  very  varied. 
Some  use  numerous  figures,  such  as  the  birth  of  Christ 
with  the  adoration  of  the  shepherds  (colour  a)  (about 
thirty  figures  and  groups),  the  marriage  at  Cana 
(colour  b)  (about  twenty-five  figures)  or  the  Crucifixion 
(colour  c)  (about  twenty-five  figures).  Others  arc  illus- 
trated with  a  single  figure  or  group.  This  is  found  in 
particular  in  the  parable  and  miracle  scenes,  such  as  the 
parable  of  the  lost  piece  of  silver,  where  we  find  only  the 
woman  searching  with  candle  and  broom,  or  the  storm 
on  the  lake  (No.  5)  which  is  represented  by  a  boat  con- 
taining three  disciples  and  the  sleeping  Christ. 

The  genre  figures  in  the  costumes  of  the  region  of 
Sterzing  are  particularly  carefully  differentiated  and 
coloured.  They  serve  as  objects  of  identification  for 
the  observer,  taking  his  place  in  the  sacred  event.  Peas- 
ants, both  men  and  women  (Nos.  9  and  10),  are 
shown  executing  their  daily  tasks,  providing  a  means 
of  identification  both  for  the  artist  and  the  observer. 

THE  ARRANGEMENT  OF  ANNUAL  CRIBS 

The  special  form  of  the  annual  crib  is  a  relatively 
recent  one  in  the  history  of  cribs.  It  probably  arose  in 
the  second  half  of  the  eighteenth  century  in  the  Tyrol, 
where  the  most  numerous  examples  are  still  to  be  found 
today.2  It  developed  out  of  the  combination  of  the 
original  type  of  crib,  the  so-called  joyous'  crib  or 
Christmas  crib,  with  the  'crib  of  suffering',  the  Passion 
or  Lenten  crib,  which  is  the  subject  of  a  special  tradit- 
ion in  the  Tyrol.  During  the  eighteenth  century  both 
forms  of  crib  were  elaborated  with  numerous  subsid- 
iary scenes,  incorporating  representations  of  the  time 
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before  or  after  the  main  event  of  the  birth  or  the  death  { 
of  Christ.  Scenes  ranging  from  the  Annunciation  to  I 
Candlemas,  or  the  whole  history  of  the  Passion  of  ' 
Christ  from  the  entry  into  Jerusalem  to  Easter  or  even  j 
Whitsun,  were  included  in  the  cycle  of  representations. 

In  the  annual  crib  the  events  of  the  public  life  of  | 
Christ  missing  from  the  Christmas  and  Passion  cribs  1 
are  made  up  in  the  so-called  'glorious'  crib.  Thus  the 
crib  can  be  put  on  show  or  altered  to  be  appropriate 
throughput  the  year. 

The  characteristic  feature  of  the  Christinas  crib  was  k 
the  changing  of  the  individual  scenes  according  to  the  I 
story  of  the  life  of  Christ  or  the  course  of  the  ecclesias-  ! 
tical  year.  The  mode  of  display  of  the  Lenten  crib  was  { 
more  static  however;  in  this  case  all  the  component 
scenes  were  often  displayed  simultaneously  on  a  stage  I 
or  in  a  box.  In  any  case,  Passion  cribs  were  only  dis-  j 
played  at  a  particular  time;  the  stage  for  the  simultan-  ! 
eous  display  was  erected  at  the  beginning  of  the  Passion  1 
period  and  dismantled  after  the  feast  of  the  Ascension 
or  after  Whitsun. 

It  is  difficult  to  reconstruct  how  a  crib  of  many 
figure  and  scenes  was  arranged,  to  discover  the  prin- 
ciples according  to  which  the  scenes  were  changed,  and 
when  and  if  this  was  regarded  as  necessary,  for  there 
are  very  few  contemporary  descriptions  or  instruc- 
tions. The  most  important  document  in  this  context  is 
the  completely  preserved  display  instructions  for  the 
so-called  Nissl  crib  dating  from  the  nineteenth  cen- 
tury.3 Franz  Xaver  Nissl  (1731-1804),  from  Fiigen  in 
the  Zillertal,  carved  it  around  1795  for  the  chapel  in 
the  residence  of  the  Prince  Bishop  of  Brixen,  Karl 
Franz,  Count  Lodron  Laterano  (1748-1828).  Today  it 
is  kept  in  the  Diocesan  Museum  (Diozesanmuseum)  in 
Brixen.  The  crib  consists  of  a  Christmas  and  a  Passion 
cycle.  On  the  hill  of  the  crib,  which  has  today  been 
lost,  the  different  scenes  were  displayed  every  Sunday 
and  feast  day  in  the  Christmas  period  and  Lent.  The 
instructions  describe  in  great  detail  which  scenes 
are  to  be  set  out  on  which  day.  There  are  always 
several  scenes  shown  at  the  same  time.  Some  figures 
or  groups  remain  on  display  for  several  Sundays, 
whereas  others  are  constantly  changed.  On  the  second  j 
Sunday  in  Advent,  for  example,  the  following  repre- 
sentations would  have  been  shown:  the  Annunciation, 
the  marriage  of  Mary,  the  visit  to  Elisabeth,  the  return 
of  Mary,  Joseph's  alarm  over  her  pregnancy,  Joseph's 
dream,  also  a  symbolic  garden,  the  Annunciation  to 
Zacharias  and  the  birth  of  John  the  Baptist.4  None  of 
these  groups  corresponds  to  the  reading  from  the 
gospel  for  that  Sunday,  which  tells  of  John  the  Baptist 
in  prison.  Moreover  the  crib  scenes  simultaneously 
represent  several  events  which  come  consecutively 
in  time,  all  relating  to  the  period  before  the  birth  of 
Christ  and  thus  observing  a  certain  historical  sequence. 

It  is  not  known  exactly  why  these  scenes  were  to  be 
exhibited  on  this  particular  Sunday,  and  what  was  the  i 
scheme  behind  the  instructions.  The  question  of  whether 
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they  were  based  on  a  scheme  which  also  applied 
to  other  cribs  must  remain  open  until  other  compar- 
able material  has  been  found.  The  instructions  for  the 
arrangement  of  the  Nissl  crib  make  it  clear  that  in  a 
variable  crib  there  was  no  strict  distinction  between  a 
scheme  corresponding  to  the  gospel  readings  of  the 
ecclesiastical  year  and  one  based  on  the  historical  suc- 
cession of  the  scenes  of  the  life  of  Christ  -  the  two 
alternatives  commonly  offered  by  the  literature  of 
cribs.5  In  fact  the  gospel  readings  for  the  Sundays  and 
feast  days  of  the  ecclesiastical  year  contain  texts  which 
can  scarcely  be  translated  into  the  concrete  terms  of  a 
crib  scene.  And  for  this  reason  it  is  improbable  that 
there  was  ever  a  system  of  exposition  for  cribs  winch 
adhered  strongly  to  these  readings.  At  the  same  time, 
apocryphal  scenes  are  to  be  found  both  in  the  Nissl  crib 
and  the  annual  crib  of  the  National  Museum. 

Probably  the  manner  of  displaying  a  crib  of  mul- 
tiple scenes  depended  on  individual  interpretations  of 
the  story  of  Christ  which  depended  in  turn  on  local 
customs,  and  which  were  given  concrete  form  in  the 
crib.  Only  the  major  events  such  as  Christmas  were 
displayed  at  the  prescribed  time.  This  docs  not  mean 
however  that  other  scenes  did  not  also  conform  to 
liturgical  regulations:  in  the  Nissl  crib,  the  scene  of  the 
circumcision  of  Christ  had  to  be  displayed  on  New 
Year's  day,  in  accordance  with  the  text  of  the  gospel 
reading. 

ANNUAL  CRIBS  OF  THE  PROBST 
FAMILY  OF  WOODCARVERS 

One  of  the  most  comprehensively  peopled  annual 
cribs  was  created  by  two  brothers  of  the  Probst  family 
of  woodcarvers  from  Sterzing,  and  is  today  also  kept 
in  the  Diocesan  Museum  in  Brixen.6  This  crib  was 
also  commissioned  by  the  last  Prince  Bishop  of  Brixen, 
Count  Lodron,  probably  between  1790  and  18 10.  It 
was  intended  for  the  bishop's  ante-chamber  in  the 
residence  in  Brixen.  Unfortunately  no  description  or 
set  of  display  instructions  has  survived  for  this  unusu- 
ally extensive  crib,  to  indicate  whether  it  was  intended 
to  be  changed  constantly,  or  whether  the  scenes  from 
the  life  of  Christ  and  the  numerous  subsidiary  scenes 
were  to  be  viewed  simultaneously.  As  the  ante-chamber 
is  not  very  large,  it  is  more  probable  that  the  scenes 
were  intended  to  be  changed,  since  the  simultaneous 
exposition  of  more  than  four  thousand  figures  and 
their  accessories  would  have  presented  a  considerable 
problem.  The  lack  of  any  description  or  display  in- 
structions for  this  crib  is  particularly  unfortunate; 
some  pointers  to  the  original  mode  of  display  would 
have  been  welcome  in  view  of  the  multitude  of  diff- 
erent scenes  -  there  are  even  representations  of  the  Old 
Testament  feasts  of  the  Passover  and  Tabernacles. 
Moreover  a  detailed  inventory  would  perhaps  have 
revealed  some  kind  of  order  which  could  also  be 
applied  to  other  cribs  from  the  Probst  workshop,  such 
as  that  in  the  National  Museum. 


The  carvers  of  the  Probst  family  created  numerous 
annual  cribs.  Most  of  those  which  still  survive  consist 
of  two  hundred  to  four  hundred  small  wooden  figures 
mounted  permanently  on  a  hill  in  a  chest  or  cabinet 
and  simultaneously  representing  the  whole  life  of 
Christ.  The  programmes  of  these  cabinet  cribs  are  not 
so  comprehensive  and  exhaustive  as  that  of  the  Lodron 
annual  crib.  While  this  'mammoth'  crib,  with  its  striv- 
ing for  local  and  historical  authenticity,  shows  the 
influence  of  a  man  with  an  expert  knowledge  of  the 
function  of  the  material  as  the  spiritus  rector  -  the  guide 
of  the  spirit  -  the  scenes  of  the  cabinet  cribs  are  on  a 
level  governed  by  the  powers  of  imagination  of  the 
carver  and  the  purchaser,  who  probably  belonged  to 
the  peasant  or  middle  classes. 

No  original  description  or  set  of  display  instructions 
has  survived  for  the  Probst  annual  crib  in  Munich.  Its 
display  scheme  probably  lies  between  that  of  the  per- 
manently fixed  cabinet  crib  and  the  crib  in  which  scenes 
could  be  changed.  It  is  unlikely  that  the  five  hundred  fig- 
ures and  groups  were  fixed  unalterably  in  a  chest ;  in  any 
case  the  chest  acquired  with  the  figures  cannot  take  them 
all.  Also  there  are  figures  which  must  be  used  in  several 
different  scenes,  and  one  must  assume  that  even  more 
figures  belonged  to  the  original  crib.  It  is  possible  that 
the  scenes  were  displayed  in  rotation  in  the  cabinet, 
but  it  is  impossible  to  establish  how  the  scenes  were 
were  changed  during  the  ecclesiastical  year. 

If  one  compares  the  figures  of  the  annual  crib  in  the 
National  Museum  with  figures  which  are  known 
to  have  been  carved  by  members  of  the  Probst  family 
from  Sterzing,  it  is  clear  that  the  Munich  figures  also 
originated  in  the  Probst  workshop.  They  show  all  the 
characteristics  of  the  work  of  these  carvers:  small  lively 
wooden  figures,  formed  without  any  great  attempt  at 
differentiation,  and  brightly  coloured.  Successfully 
tried  types  are  repeated  according  to  the  same  pattern; 
groups  once  arranged  are  repeated  over  and  over  again 
cither  completely  or  with  only  minor  alterations.  The 
members  of  the  Probst  family  maintained  a  kind  of 
cottage  industry,  carving  their  figures  and  supplying 
them  to  a  wide  circle  of  customers. 

This  mode  of  production  is  exemplified  by  the  ann- 
ual crib  newly  acquired  by  the  National  Museum.  In 
1961,  J.  Ringler  publicised  a  small  passion  crib  from 
the  Probst  workshop7  containing  numerous  figures 
winch  match  in  detail  the  corresponding  figures  in  the 
Munich  crib.  Here  we  will  mention  only  the  scenes  on 
the  Mount  of  Olives  (No.  4) 9  and  the  bearing  of  the 
Cross  (No.  7). 10 

Two  cabinets  with  annual  cribs  in  the  rectory  at  Vols 
am  Schlern  and  in  the  Museum  of  Tyrolean  Folk  Art 
(Tiroler  Volkskunstmuscum)  in  Innsbruck11  which  are 
closely  identical  in  many  features12  also  provide  an 
example  of  the  production-line  methods  used  by  the 
Probst  family  for  their  cribs.  They  also  bear  the  closest 
resemblance  to  the  crib  we  are  dealing  with  here,  on 
the  one  hand  through  the  variety  of  scenes  included, 
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on  the  other  hand  through  the  comprehensive  but 
theologically  not  very  complicated  programme  of  re- 
presentation, and  finally,  as  I  can  unfortunately  only 
judge  from  photographs,  through  the  fact  that  they 
contain  figures  which  correspond  to  those  of  the 
Munich  crib  (for  example  the  Resurrection,  the  Cruci- 
fixion). I  have  also  been  able  to  establish  similarities  be- 
tween the  figures  and  groups  of  the  annual  crib  in  the 
National  Museum  and  those  of  the  passion  cribs  made 
by  the  Probst  family  in  the  East  Tyrolean  Regional 

,  Museum  (Osttiroler  Heimatmuseum)  in  Bruck  Castle 
near  Lienz.  It  would  probably  also  be  interesting  to 
compare  the  Munich  crib  with  a  cabinet  crib  in  Hot- 
ting, which  includes  both  the  Christmas  and  Passion 
stories,  but  departs  from  the  customary  arrangement 
on  a  realistic  hill  or  mound.  Unfortunately  I  was  only 
able  to  obtain  a  summary  sketch  of  this  crib.13 

The  Probst  family  continued  to  carve  crib  figures  for 
about  a  hundred  years.  They  probably  also  manufact- 
ured the  coloured  mounts,  the  cabinets  and  mounds 
themselves.  The  production  of  the  workshop  began 
with  the  sons  of  Johann  Probst  the  Elder  (1721-1773) 
by  two  marriages  -  Johann  Nepomuk  (1756-1824), 
August  Alois  (175 8-1 807)  and  Joseph  Benedikt  (1773- 
1861)  -  and  continued  in  Innsbruck  with  the  children 
of  Joseph  Benedikt,  particularly  his  daughters  Anna 
Maria  (1806-1882)  and  Karolina  (1809-1886).  The 
major  work  of  the  Probst  family,  the  Lodron  crib  in 
Brixen,  was  largely  produced  by  August  Alois,  a  cripple 
who  being  unable  to  undertake  any  other  work 
brought  the  art  of  crib  carving  to  a  high  level  of  vir- 
tuosity. August  Alois  also  created  the  crib  at  Vols  am 
Schlern,  as  is  indicated  by  an  original  form  of  sig- 
nature: he  represented  himself  in  the  crib,  working  at 
a  table  bearing  his  name.14  As  many  Probst  figures  re- 
semble or  correspond  to  those  of  this  crib,  I  would  like 
to  suggest  that  August  Alois  had  a  great  influence  on 
the  design  of  the  'prototypes'  of  the  Probsts'  produc- 
tion line.  The  cripple's  younger  step-brother  Joseph 
Benedikt  collaborated,  probably  very  briefly,  on  the 
Lodron  crib.  He  moved  to  Innsbruck  in  1821.  The 
eldest  son,  Johann  Nepomuk,  had  already  moved  from 

I  Sterzing  to  Salzburg  in  1802. 

In  conclusion,  it  remains  for  us  to  ask  whether  the 
member  of  the  Probst  family  who  created  the  annual 
crib  in  the  Bavarian  National  Museum  can  be  identi- 
fied. In  view  of  the  production  methods  which  the 
Probsts  used  for  their  figures,  it  is  impossible  to  establish 
this  with  any  certainty,  without  a  signature  or  docu- 
mentary proof.  The  figure  types  and  group  arrange- 
ments were  laid  down  in  the  Probst  workshops  in 
the  years  around  1800,  and  then  repeated  well  into  the 
nineteenth  century  with  varying  loss  of  quality.  The 
stock  of  different  forms  and  the  stylistic  level  of  the  fig- 
ures in  the  Munich  crib  therefore  come  from  this  time. 
But  the  stylisation  of  particular  figures,  such  as  those 
of  the  Apostles,  demonstrate  that  they  at  least  were  not 
produced  by  the  original  creators  of  the  Probst  crib 
figures. 
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The  collection  of  keys,  locks  and  clasps  in  the 
Bavarian  National  Museum  owes  its  inception 
and  development  primarily  to  the  initiative  of 
Dr.  Johann  Heinrich  von  Hefncr-Altencck,  who  was 
director  of  the  museum  from  1868  to  1885.  It  was 
founded  in  an  effort  to  restore  to  hand-crafted  products, 
hitherto  neglected  and  looked  upon  as  'inferior',  the 
place  which  they  had  occupied  in  the  Middle  Ages.  This 
intention,  which  Hefner-Alteneck  shared  with  artists, 
scholars  and  museum  curators  of  his  time,  was  matched 
by  a  desire  to  inform  and  enlighten.  In  a  time  of  increas- 
ing industrialisation,  it  was  felt  that  the  products  of 
the  past  should  provide  craftsmen  with  a  valuable  edu- 
cation and  enable  them  to  gather  knowledge  useful  for 
their  own  work.  Hefner-Alteneck  puts  forward  this 
view  in  the  preface  to  the  first  volume  of  his  publica- 
tion 'Eisenwcrke  oder  Ornamcntik  dcr  Schmiedckunst' 
('Iron  work  or  the  ornamental  in  the  art  of  the  smith  ), 
which  appeared  in  1870  and  1885. 1  In  accordance  with 
this  idea  the  museum,  which  was  then  still  situated  in 
the  Maximilianstrasse  in  Munich,  contained  a  copying 
room  which  was  at  the  disposal  of  craftsmen  so  that 
they  could  study  and  draw  authentic  works  at  close 
quarters.  In  his  book,  which  contains  copper  engrav- 
ings of  locksmiths'  work  from  the  twelfth  to  the  eight- 
eenth centuries,  the  author  gives  express  warning 
against  transferring  historical  forms  of  ornament  to 
contemporary  products  without  taking  into  considera- 
tion the  design  principles  of  the  stylistic  period  in 
question.  He  sees  the  significant  mutual  relationship  of 
function,  material  and  form  as  the  supreme  require- 
ment. 

The  collection  enables  us  to  study  the  wide  range  of 
methods  of  working  iron,  such  as  hammering,  engrav- 
ing, stamping,  blueing,  etching,  and  gilding  as  well  as 
cutting  -  techniques  for  which  the  locksmith  has  to 
call  upon  other  specialised  artists  and  craftsmen. 

Our  first  example  -  in  chronological  order  -  is  a 
heavy  padlock  with  a  bolt  from  the  late  fifteenth  cen- 
tury (No.  1).  On  both  the  back  and  the  front  it  is 
fitted  with  a  small  partition  pierced  with  a  double  layer 
of  tracery,  which  can  be  pulled  open  to  reveal  a  key- 
hole on  each  side.  The  two  keys,  which  have  not  been 
preserved,  offered  a  double  safety  device,  both  needing 
to  be  operated  to  release  the  horizontal  bolt.  The  latter 
is  let  into  the  lock  on  the  left-hand  side  and  decorated 
with  a  winged  mythical  creature.  Less  elaborate  exam- 


ples of  the  box-shaped  padlock,  which  must  have  been 
either  produced  as  a  show-piece  or  used  for  locking 
money-  and  treasure-chests,  have  been  identified  as  be- 
longing to  the  first  half  of  the  fifteenth  century.  This 
is  proved  by  a  drawing  from  the  'Household  Book  of 
the  Mendel  Foundation  of  the  Twelve  Brothers  at 
Nuremberg',  which  shows  the  locksmith  Cuncz 
Poxstorffer  (died  1434)  at  work  on  a  similar  item.2 

Organised  from  the  Middle  Ages  to  the  late  eight- 
eenth century  into  guilds  or  other  communities  of  craft 
workers,  the  locksmiths  had  to  submit  to  strict  regula- 
tions, which  were  laid  down  in  writing  in  'orders'. 
These  resembled  one  another  closely,  despite  regional 
differences,  and  served  above  all  to  guarantee  the  quality 
of  the  products  for  the  purchaser  and  guard  against  dis- 
honest business  methods.  One  provision,  for  example, 
was  that  the  wards  of  the  key  must  fit  the  mechanism 
of  the  lock  so  exactly  that  it  was  impossible  to  open 


1.  Padlock,  Southern  German,  late  fifteenth  century, 
13  X  13  X  8  cm.  Rcf.  No.  E  131. 
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the  lock  with  any  other  key.  The  mechanism  consisted 
of  one  or  several  laminated  rings  with  slots  in  which 
die  wards  of  the  key  engaged,  enabling  it  to  be  turned. 
The  assembled  mechanism  had  to  fit  so  closely  that  not 
even  a  drop  of  oil  could  seep  through  it.  A  remarkable 
example  is  the  mechanism  shown  together  with  its  key 
in  No.  2,  also  probably  a  show-piece.  The  decorative 
effect  of  the  fish  bladder  ornamentation  is  increased  by 
the  underlay  of  red  leather,  which  was  also  customary 
on  door  mountings  of  the  time.  At  the  two  ends  of  the 
wings  arc  holes  by  means  of  which  they  were  riveted  to 
the  metal  covering  of  the  lock. 

Also  characteristic  of  the  Late  Gothic  period  in 
Southern  Germany  and  Austria  are  the  keyhole  escutch- 
eons which  enliven  the  appearance  of  plain  cupboard 
doors  and  the  fronts  of  chests  (No.  3).  The  tendrils  and 
flower  shapes  hammered  and  engraved  in  the  iron  give 
an  impression  of  surging  vegetable  forms.  They  extend 
symmetrically  or  asymmetrically  over  the  metal  around 
the  keyhole.  In  this  way  the  small  opening  in  the  wood 
is  protected  from  wear,  and  its  location  is  concealed 
from  a  distant  glance. 

The  sixteenth  century  did  not  bring  about  any  signifi- 
cant innovations  in  the  technology  of  lock-making, 
with  the  exception  of  the  discovery  of  the  combination 
or  letter  lock  attributed  to  Hans  Ehemann  of  Nurem- 
berg. The  ornamental  forms  of  the  fifteenth  century 
were  also  to  be  retained  for  a  long  time.  The  already 
established  snap-action  lock  remained  in  use.  This  was 


2.  Lock  mechanism 
with  key, 
Southern  German, 
late  fifteenth  century, 
6.3  X  10.4  cm.; 
length  of  key: 

13.8  cm. 
Ref.  No.  e  10. 

Left. 

3.  Chest  lock, 
Southern  German 
or  Austrian, 

c.  1500, 

38  X  44.5  cm. 

Ref.  No.  E  677. 
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4.  Chest  lock,  Southern  German,  third  quarter  of  the 
sixteenth  century,  34  X  32.5  cm.  Ref.  No.  E  1349. 

a  lock  which  snapped  shut  by  a  spring  action  when  the 
door  or  chest  lid  was  closed  and  could  be  opened  again 
by  turning  a  key  (No.  4).  Attempts  were  made  to  in- 
crease the  security  of  these  locks  by  multiplying  the 
number  of  spring-loaded  tongues,  especially  on  the  cas- 
kets which  were  a  favourite  present  to  brides  and  were 
used  as  a  safe  for  valuable  objects  (No.  5).  The  system 
of  springs  and  bolts  as  well  as  the  metal  sheet  on  which 
they  were  mounted  were  increasingly  richly  decorated, 
usually  with  engraved  or  etched  plates.  A  similar  devel- 
opment is  found  in  large  door  locks.  An  increasingly 
luxurious  covering  of  the  lock  mechanism  with  orna- 
mented, often  pierced  plates,  led  in  the  eighteenth  cen- 
tury to  the  completely  closed  lock  housing  (No.  6). 


Etching,  or  the  decoration  by  chemical  means  of 
forged  and  polished  iron,  is  a  process  related  to  that 
used  by  specially  trained  craftsmen  on  arms  and  armour. 
The  metal  was  covered  with  'stopping'  consisting  of  a 
layer  of  molten  wax,  paraffin,  resin  or  pitch,  the  design 
was  scratched  in  this  layer  with  a  needle  and  the  lines 
etched  into  the  metal  with  acid.  The  artist  could  also 
use  a  reverse  process,  drawing  an  outline  round  certain 
areas,  covering  them  with  the  paste-like  stopping  med- 
ium and  etching  away  the  surrounding  areas  to  leave 
design  in  relief.  In  order  to  make  the  design  stand  out, 
a  black  paste,  usually  consisting  of  lamp-black  and  oil, 
or  blacklead,  was  rubbed  into  the  etched  lines  or  back- 
ground to  the  relief.  This  type  of  decoration  in  the 
form  of  hunting  and  animal  motifs  with  a  frieze  of 
arabesques  appears  on  a  casket  with  a  lock  equipped 
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jvith  four  tongues  and  a  cap-  or  dome-shaped  housing 
t  the  head  end  (No.  5). 

Other  decorative  techniques  used  on  locks  in  the  six- 
eenth  century  were  blueing,  which  was  caused  by 
mating  the  iron  to  2900-  3  io°  Centigrade,  tinning  and 
;ilding.  Up  to  the  Thirty  Years'  War,  the  ornament- 
tion  of  iron  was  largely  influenced  by  the  models  of 
ontemporary  engraving.  Painters,  goldsmiths,  master- 
milders  and  engravers  such  as  Peter  Flotner,  Hans 
iebald  Beham,  Heinrich  Aldegravcr,  Cornelis  Floris, 
ohann  Vredeman  de  Vries  or  Virgil  Floris  spread 
talian  Renaissance  forms  such  as  grotesques,  arabes- 
[ues,  moresques  and  plant  motifs  derived  from  the 
canthus. 

In  the  seventeenth  and  eighteenth  centuries  orna- 
nental  patterns  restricted  to  individual  types  of  craft 


5.  Casket,  German,  third  quarter  of  the  sixteenth  century, 
14.5  X  23.5  X  12.5  cm.  Ref.  No.  e  376. 

increasingly  came  into  use.  Inspired  by  the  work  of 
scientific  academies  founded  on  the  French  pattern, 
learned  treatises  were  now  produced  on  the  locksmith's 
craft.  An  example  is  that  of  the  French  architect,  lock- 
smith, wood-carver,  engraver  and  art  theoretician 
Mathurin  Jousse  (1607-1692).3  As  a  locksmith  he 
worked  for  the  Jesuits,  who  also  gave  him  a  knowledge 
of  building  theory.  His  work  entitled  'La  fidelle  ouvcr- 
ture  de  l'artdcserrurier',  which  appeared  atLaFlechc  on 
the  Loire  in  1627,  was  a  fundamental  exposition  of  the 
locksmith's  art.  It  was  used  as  a  model  text  and  source 
of  designs  in  both  France  and  Germany  until  the  eight- 
eenth century. 
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In  the  seventeenth  and  eighteenth  centuries,  the  key 
'as  developed  into  a  miniature  work  of  art  in  its  own 
ght.  The  haft  was  decorated  with  contemporary 
>rms  of  ornament  and  often  with  the  monogram  or 
:ms  of  the  owner.  The  shaft  from  there  to  the  begin- 
ing  of  the  bit  was  moulded  in  a  spiral,  fluted  or  shaped 
i  some  other  multifarious  form  (No.  7). 
In  spite  of  these  innovations  in  the  artistic  decoration 
f  their  work,  the  locksmiths  hesitated  to  introduce 
■clinical  and  formal  improvements  because  of  the 
u-ders'  of  the  craft  guilds,  which  related  to  well-tried 
id  established  patterns.  It  is  therefore  not  surprising 
lat  a  particular  type  of  padlock,  for  example,  remain- 
Li  in  use  with  only  minor  alterations  over  a  period  of 
hundred  years.  This  can  be  deduced  from  a  compar- 
on  of  a  piece  dated  1645  (No.  8)  with  a  plan  drawn  by 
Ihristoph  Deutsch,  which  was  produced  in  1744  in 
Nuremberg  and  is  still  kept  there  in  the  municipal 
rchivc.  The  formal  design  of  the  plan  closely  matches 
lat  of  the  lock. 

To  identify  themselves  and  the  place  where  they  met 
:>r  business  or  social  purposes  the  craftsmen's  corpora- 
ons  or  guilds  possessed  a  shield  or  some  other  artefact 
,'hich  expressed  their  particular  craft  in  concise  terms, 
"his  would  be  exhibited  at  the  entrance  of  the  building 
r  inn  where  they  met,  or  in  the  meeting  room  itself, 
torn  time  immemorial  craftsmen  who  exercised  re- 
tted skills  had  banded  together  and  used  common  seals 
nd  emblems.  One  collective  sign  of  this  type  is  the 
ighty-four  centimetre  long  key  of  the  locksmiths, 
lock  makers,  gunsmiths  and  winch-makers  of  lower 
•'ranconia,  which  King  Ludwig  11  -  a  great  promoter 
>f  skilled  crafts  -  presented  to  the  Bavarian  National 
vluseum  (No.  9).  The  hollow  barrel  of  this  ornamental 
:ey  formerly  contained  a  silver  beaker,  probably  the 
vessel  ot  welcome'  which  was  used  on  the  occasion  of 
he  swearing-in  of  a  new  master  or  associate  and  on 
)ther  festive  occasions.  According  to  the  fragmentary 


).  Key  of  the  locksmiths,  clockmakers,  gunsmiths  and 
vinch-makers,  Lower  Franconia,  seventeenth-eighteenth 
tenturies,  84  X  32.5  cm.  Rcf.  No.  E  1172. 


8.  Padlock  with  double  hasp,  Southern  German, 
dated  1645,  19  X  12  X  9  cm.;  length  of  key:  11. 5  cm. 
Ref.  No.  e  97S. 

inscription  engraved  on  the  bit  of  the  key  it  was  prob- 
ably produced  in  the  year  1714.  However,  an  earlier 
dating  is  not  out  of  the  question,  if  one  considers  two 
stylistically  similar  keys  dated  1659  and  1662. 4  The 
emblems  of  the  four  different  crafts  are  arranged  cross- 
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wise  on  the  shaft  below  the  removable  haft,  which  is 
mounted  on  a  circular  plate.  They  consist  of  a  key,  a 
pistol,  a  winch  and  a  clock  face  held  in  the  hands  of 
female  chimaeras. 

In  the  eighteenth  century,  French  art  had  a  consider- 
able stylistic  influence  on  the  work  of  German  lock- 
smiths. This  went  so  far  that  a  French  workshop  was 
created  at  the  court  of  the  Elector  Max  Emanuel  of 
Bavaria  in  Munich,  which  was  chiefly  concerned  with 
the  manufacture  of  railings  for  the  residences  at 
Nymphenburg,  Dachau  and  Schleissheim.  Thanks  to 
the  publisher  Johann  Christoph  Weigel  in  Nuremberg, 
the  ornamental  forms  of  the  Regency  period,  in  parti- 
cular leaf  and  ribbon  designs,  were  disseminated  in 
Germany  in  the  period  from  1710  to  1725  by  the  pub- 
lication of  numerous  series  of  engravings  with  patterns 
for  iron-working.  More  or  less  at  the  same  time,  pat- 
tern sheets  appeared  in  Germany  largely  designed  by 
lock-makers  and  smiths  such  as  Johann  Samuel  Birck- 
enfcld,  Hcinrich  Gottlieb  Forster,  Johann  Friedrich 
Hinck,  Heinrich  Olcker  and  others.  In  the  course  of  the 
1730s  rocaille  increasingly  became  the  preferred  form 
of  ornament.  It  appears  on  the  decorative  plate  of  an 
ornamental  lock  with  the  portrait  of  the  Elector 
Maximilian  in  Joseph  of  Bavaria  (No.  10)  which  is 

10.  Door  lock  with  the  portrait  of  the  Elector  Maximilian  ra 
Joseph  of  Bavaria,  Munich,  c.  1760,  19.3  X  31.5  cm. 
Ref.  No.  E  762. 


worked  in  pressed  brass;  it  is  not  present  however  on  j 
the  striker  plate  of  engraved  brass  over  blued  iron  with 
the  Electoral  arms  of  Bavaria.  This  piece  also  demon- 
strates the  change  in  the  value  attached  to  iron  orna- 
mentation for  interior  fitments,  which  was  already 
noticeable  in  the  seventeenth  century.  Neither  the 
costly  veneered  or  inlaid  furniture  nor  the  doors  of 
the  rooms  in  which  they  stood  now  harmonised  with 
the  steel  grey  metal;  bronze  and  brass  became  the 
rule. 

A  product  peculiar  to  the  eighteenth  century  was 
the  artistically  fire-gilded  chamberlain's  keys  (No.  11). 
They  were  originally  badges  of  status  which  were  car- 
ried by  chamberlains  in  the  service  of  religious  and 
temporal  rulers.  Like  Court  Marshals,  Cup-Bearers  and 
Lord  High  Stewards,  they  fulfilled  an  important  role  in 
court  ceremonial.  Their  function  was  to  attend  directly  ! 
on  their  lord  at  table,  where  they  were  particularly 
charged  with  the  task  of  carving,  at  dressing  and  un- 
dressing, on  excursions,  horse-riding  and  journeys,  and 
in  the  reception  of  petitions  and  the  granting  of  audi- 
ences. In  addition  they  maintained  contact  with  foreign 
courts  as  the  personal  confidant  of  their  lord,  deliver- 
ing news,  congratulations  and  letters  of  condolence. 
Chamber  officials  formed  a  hierarchy  at  the  head  of 
which  was  the  Lord  Chamberlain,  who  only  exercised 
his  office  at  coronations.  The  daily  service  at  court  was 
provided  by  counts  and  barons.  The  key  was  originally 
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II.  Two  chamberlain's  keys,  the  left-hand  one  with  the 

monogram  of  the  Elector  Carl  Theodor,  Munich, 

c.  1760-1770,  the  right-hand  one  with  the  monogram  of 

King  Max  I.Joseph  of  Bavaria,  Munich,  c.  1810-1820. 

Length:  15  cm.  (left);  Length:  14.2  cm.  (right). 

Ref.  No.  16/272;  Ref.  No.  e  827. 

of  practical  use  and  provided  access  to  the  sovereign's 
rooms  or  chambers.  From  the  eighteenth  century  it 
was  merely  a  symbol  of  office  and  was  worn  on  the 
right  hip  between  two  gold  buttons  on  a  ribbon,  a  gold 
cord  or  a  tassel.  Chamberlains'  keys  were  mostly  cast 
in  bronze  or  brass  and  then  gilded.5  The  haft  of  the  key 
usually  carries  the  arms  or  monogram  of  the  sovereign, 
as  on  the  two  items  illustrated.  The  left-hand  key  bears 
the  monogram  of  Carl  Theodor,  the  Elector  of  the 
Palatinate  (1742)  and  of  Bavaria  (1777),  and  die  right- 
hand  key  that  of  Max  1.  Joseph,  who  was  the  first  to 
mount  the  throne  as  King  of  Bavaria  in  1806  and 
reigned  until  his  death  in  1826. 

As  the  Rococo  faded  out,  so  also  did  the  great  flower- 
ing of  the  locksmith's  art  come  to  an  end.  Once  the 
Classical  style  had  established  itself  there  was  no  longer 


a  demand  for  lavishly  made  locks  designed  for  their 
decorative  effect.  In  their  place  came  small,  modestly 
elegant  cabinet  locks,  with  mechanisms  rendered  very 
much  smaller  by  technical  advances  and  completely 
enclosed  by  a  metal  housing.  After  the  French  Revolu- 
tion, functionality  became  the  prime  consideration  in 
the  manufacture  of  locks  and  keys.  This  process  had  in 
fact  already  begun  in  the  middle  of  the  eighteenth  cen- 
tury, as  is  shown,  for  example  by  the  work  of  the  French 
agronomist,  naturalist  and  engineer  Louis  Duhamel 
du  Monceaus  (1700-1782).  His  'Art  du  Scrrurier' 
became  an  important  handbook  for  locksmiths,  and  in 
1769,  two  years  after  it  appeared  in  France,  it  found  a 
German  translator  in  the  Leipzig  lawyer  Daniel  Gott- 
fried Schrebcr.  Scholars,  scientists  and  writers  on  art 
showed  their  recognition  of  the  technological  achieve- 
ments of  the  skilled  crafts  in  both  texts  and  pictures. 
Thus  Duhamels'  work  contains  numerous  explanations 
and  illustrations  of  technical  details  of  lock  mechanisms, 
together  with  reports  on  workshop  usages  and  produc- 
tion methods.6  This  already  marked  the  transition  from 
the  artistically  formed  to  the  technically  perfected 
commodity.  The  beginnings  of  industrialisation  at  the 
start  of  the  nineteenth  century  helped  to  accelerate  this 
process. 


NOTES 
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The  Bavarian  National  Museum  have  in  recent 
years  published  a  number  of  excellent  handbooks 
to  aspects  of  the  collection,  together  with  succes- 
sive volumes  of  the  definitive  catalogue.  All  of 
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ments (Forschingshefte)  are  an  especially  promis- 
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Goldschmiedewerkstatt 
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1 12  pages,  108  plates 

DEUTSCHER  KUNSTVERLAG 
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Vohburger  str.  1 

DM.  60. 

The  Baycrischcs  Nationalmuseum  has  adopted 
the  admirable  policy  of  publishing  doctoral  thesis 
on  subjects  within  the  scope  of  the  Museum  col- 
lections, and  this  is  the  first  of  a  scries  of  specialist 
studies.  This  book  comprises  a  brief  introduction 
followed  by  a  catalogue  raisonne  of  the  oeiwre  of 
the  Augsburg  goldsmith,  Matthias  Walbaum, 
who  was  born  in  Kiel  in  1554  and  died  at  an  ad- 
vanced age  in  1632.  An  exceptionally  large 
number  of  his  works  survive;  the  catalogue  lists 
ninety-nine  items,  of  which  twenty,  though  close 
in  style  to  Walbaum's  manner,  are  more  likely  to 
have  been  produced  by  contemporary  Augsburg 
goldsmiths.  The  reason  for  the  high  rate  of  sur- 
vival is  that  nearly  all  arc  caskets,  monstrances  or 
house  altars  made  of  wood  for  which  Walbaum 
produced  the  silver  plaquettes  and  ornaments. 
The  weight  of  silver  involved  was  not  sufficient 
to  justify  their  destruction  to  recover  the  precious 
metal;  others  were  doubtless  spared  because  they 
contained  precious  relics  of  Saints. 

Walbaum  was  the  master  of  a  large  workshop 
which  used  industrial  methods  of  production. 
The  same  ornaments,  the  same  plaquettes  were 
turned  out  in  quantity  and  used  to  decorate  a 
limited  range  of  objects.  This  catalogue  illus- 
trates fifteen  house  altars  and  paxes  of  almost 
identical  design,  implying  a  type  of  mass  pro- 
duction far  removed  from  our  present-day  con- 
ception of  a  Renaissance  master  goldsmith's 
work.  As  is  often  the  case  in  Renaissance  applied 
art,  the  quality  of  Walbaum's  work  is  not  con- 


sistcnt;  he  and  the  goldsmiths  he  employed  wer 
capable  of  the  very  finest  chasing,  but  the  cost  6 
the  commission  determined  the  quality  of  work 
manship.  Such  was  the  demand  in  the  late  six 
tcenth  and  early  seventeenth  century  for  sraa1 
house  altars  and  elaborate  caskets,  articles  ths 
were  acceptable  gifts  between  the  rich  and  piou: 
that  other  workshops  besides  that  of  Walbaui 
set  up  to  supply  them.  Walbaum's  main  com 
petitor  -  or  sometimes  partner  -  was  thl 
Niirnberg-born  master  Boas  Ulrich.  Dr.  Low* 
points  out  distinctions  between  the  manners  c 
the  two  masters,  but  in  some  cases,  as  on  a  larg 
casket  formerly  in  the  Rothschild  collection,  Boa 
Ulrich  uses  mounts  that  appear  to  be  identical  ti 
those  011  Walbaum  pieces.  Ulrich  seems  to  hav 
been  more  successful  than  Walbaum  in  obtainin; 
court  patronage ;  in  1 591  he  was  employed  on  th 
gifts  that  were  to  be  taken  by  the  Imperia 
ambassador  to  the  Sultan  of  Turkey,  in  1603  h 
was  granted  permission  to  employ  an  extri 
journeyman  in  order  to  finish  a  large  order  fbl 
the  Emperor.  In  the  following  years  he  was  agaiij 
employed  by  the  Emperor  and  in  1607  he  su^ 
plied  a  Schreibtisch  (one  of  those  huge  cabinet 
containing  a  host  of  scientific  and  other  appli 
anccs)  that  were  the  pride  of  Renaissance  collec 
tors)  to  the  Bavarian  court  to  be  sent  as  a  prcsen 
to  Florence  on  the  occasion  of  a  Medici  wedding 
Matthias  Walbaum  was  also  a  master  of  silve 
sculpture  and  made  several  of  the  groups  of  Diana 
mounted  on  a  stag  which  ornamented  the  tabic 
of  the  nobility.  They  were  usually  fitted  witl 
clockwork  in  the  base  so  that  they  could  movi 
along  the  table  under  their  own  power  to  dcligh 
the  guests.  These  also  were  produced  to  a  standan 
pattern  by  three  different  Augsburg  goldsmiths  1 
another  pointer  to  the  development  of  industria 
methods  of  production  in  the  late  sixteentl 
century.  The  catalogue  is  well  illustrated  thougl 
the  scale  of  reproduction  is  small  and  the  price 
is  high. 

J.  F.  Haywari 
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Walter  Sickert 

v  Biography 

\y  Denys  Sutton 

72  pages,  41  illustrations 

ondon:  michael  Joseph 
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his  book  is  inexcusable  on  every  score;  it  is  bor- 
ig,  badly  written,  inaccurate  and  outrageously 
xpensivc.  Sickert,  apart  from  being  a  great 
ainter,  was  an  entertaining  writer  and  a  provoca- 
tively witty  speaker,  who  adopted  unfashion- 
•>le  aesthetic  ideas  largely  to  counterbalance  the 
ithusiastic  proselytising  of  his  friend  Roger 
ry  -  Barbara  Bagenal  recalls  sitting  behind  him 
:  one  of  Fry's  lectures,  during  which  Sickert's 
mttered  comments  provoked  the  lecturer  to 
ich  an  extent  that  he  walked  to  the  front  of  the 
age  and  said  'Shut  up!  Walter!  Shut  up!'  A  col- 
ction  of  Sickert's  own  writings  was  edited  by 
)sbcrt  Sitwell  in  'A  Free  House',  in  which  he 
escribed  them  as  'Discursive,  loaded  with 
pinions  and  prejudices,  encrusted  with  wit,  wis- 
om,  cleverness  and  folly  .  .  .  the  enchanting  and 
1  embracing  indications  of  a  man  of  intense 
laracter'.  Having  briefly  appeared  on  the  stage 
ickcrt  never  stopped  performing;  part  ham, 
art  clown  but,  an  fond,  immensely  serious.  In 
tie  of  his  great  self-portraits,  The  Juvenile  Lead 
f  1907,  the  middle-aged  Sickert  peers  impishly 
ut  from  beneath  a  bowler  hat  looking  for  all  the 
orld  like  one  of  the  actors  from  his  beloved 
msic  hall  enjoying  a  carefree  day  at  the  races;  a 
juple  of  decades  later  his  patriarchal  appearance 
ispired  him  to  cast  himself  in  biblical  guise  and 
;  appears  as  Lazarus,  the  servant  of  Abraham 
id  even  as  Christ  in  The  Raising  of  Lazarus. 
oth  as  a  painter  and  writer  he  was  fascinated 
y  technique  and  was  a  great  respecter  of  his 
raft;  on  one  occasion  when  he  was  asked  to  con- 
ibute  an  article  to  The  Burlington  he  amazed  the 
lessenger  by  arriving  with  a  large  parcel 
belled  English  prose  !  this  side  up  !  with  care  ! 

0  write  boringly  about  such  a  subject  is  to 
rhieve  the  well-nigh  impossible;  but  the  present 
iography  is  written  in  the  style  of  a  gushing, 
urd  rate,  historical  novel  with  more  premiss 
lan  fact  and  a  great  deal  of  name  dropping  by 
.sociation.  The  book  is  filled  with  such  sent- 
lces  as  'Sir  William  (Eden)  was  a  gourmet  and 
is  dinner  table  glittering  with  silver  -  the  host 
ould  have  no  flowers  on  it  -  must  have  ap- 
ealed  to  the  aristocratic  side  of  the  painter's 
ature'  or  'But  the  Baronet's  tastes  were  not  only 
rtistic,  and  the  guests  could  include  a  man  such 

I;  Bombardier  Wells.  How  this  splendid  boxer 
ould  have  fascinated  Sickert  with  his  liking  for 
ut-of-the-way  characters!  But  they  were  never 
lere  together'.  To  catalogue  all  the  inaccuracies 
'ould  be  invidious,  suffice  it  to  instance  refer- 
lces  to  William  Stott  (p.  64)  where  he  is  called 
imes  Stott,  Harold  Stabler  listed  as  Stahlcr  (p. 
14)  and  the  Scottish  painter  Leslie  Hunter  re- 
amed Huntley  (p.  239).  It  should  be  noted  that 
It.  Sutton's  task  has  not  been  made  easier  by  the 
biquitous  John  Woodeson,  who  has  purchased 
le  copyright  of  much  manuscript  material,  but 
le  embargo  on  direct  quotes  from  these  sources 

1  no  way  explains  the  flights  of  fancy  and  lapses 
ito  trivia,  which  are  the  most  notable  features 
f  this  book. 

Peyton  Skipwith 


English  Silver  at  Williamsburg 

By  John  D.  Daris 

254  pages,  over  600  illustrations 

Virginia:  university  press  of  Virginia 

for  the  Colonial  Williamsburg  foundation 

$15.00 

Far  too  often,  articles  about  distinguished  collec- 
tions arc  simply  catalogues  tricked  out  with  a  tew 
comments  and  some  photographs.  In  'English 
Silver  at  Williamsburg'  curator  John  D.  Davis 
has  turned  the  tables,  and  produced  a  logically 
arranged,  profusely  illustrated  and  informative 
account  that  is  both  readable  and  scholarly. 

It  is  especially  fitting  that  this  catalogue  should 
have  been  published  111  America's  bicentenary 
year.  Virginia  was,  of  course,  England's  oldest 
American  colony,  while  Williamsburg,  its  capital 
from  1699  to  1780,  and  now  so  lovingly  and 
painstakingly  restored  and  rebuilt,  is  redolent  of  a 
less  troubled  age.  As  a  centre  of  government  and 
a  busy  market  town,  it  boasted  fine  public  build- 
ings and  many  merchants'  houses.  Some  were 
great  and  grand,  like  the  Governor's  Palace,  suit- 
able settings  for  fine  Royal  plate  such  as  the 
magnificent  ten-light  chandelier  made  by  Daniel 
Gamier  in  the  1690s  for  the  King  who  gave  the 
town  its  name,  and  acquired  by  the  Foundation 
as  long  ago  as  1938.  One  of  the  recent  acquisitions 
is  a  pincushion-topped  casket  from  a  toilet  service 
made  in  1729  by  John  White  011  the  occasion  of 
the  wedding  of  the  third  Duke  of  Somerset. 
Its  new  home  in  Williamsburg  is,  however, 
quite  appropriate,  as  the  Director  of  the  Collec- 
tions, Graham  Hood,  explains  in  the  Foreword, 
for  the  toilet  service  eventually  passed  to  the  wife 
of  the  Duke's  brother  and  heir,  and  her  brother 
was  Norborne  Berkeley,  later  Baron  Botetourt, 
who  was  the  last  Governor  but  one  of  Virginia 
and  whose  own  possessions  were  nearly  all  lost 
at  sea. 

At  the  other  end  of  the  scale  there  are  more 
mundane  pieces  of  silver,  such  as  would  have 
been  used  in  the  houses  of  the  merchants,  lawyers 
and  other  residents  of  Williamsburg  -  coffee  pots 
and  candlesticks,  porringers  and  plates,  sauce- 
boats,  salvers,  spoons  and  a  group  of  Sheffield- 
plated  wares;  a  diverse  group  of  silverwares  both 
lavish  and  lesser  that  collectively  tell  a  creditable 
history  of  English  domestic  silver  from  the  earli- 
est -  a  tankard  made  in  1577,  eight  years  before 
Raleigh's  settlement  -  through  the  successive 
periods  of  Jacobean,  Commonwealth  and  Caro- 
lean,  to  the  gentler  age  of  eighteenth-century 
domestic  silver  and  the  dignified  grandeur  of 
Neo-classicism. 

The  catalogue  matches  the  silver.  It  is  not  so 
lavish  that  the  price  is  beyond  the  means  of  the 
lover  and  student  of  English  silver.  Nor  is  it  so 
penny-pinching  that  information  and  illustration 
have  had  to  be  sacrificed.  Indeed,  every  piece, 
other  than  a  few  duplicates,  is  illustrated,  together 
with  its  hallmarks,  invaluable  in  such  a  catalogue, 
and  details  of  crests  or  arms,  initials  and  other 
inscriptions  such  as  dates,  scratch  weights  and  the 
like.  All  this  is  supplemented  by  a  nicely  written 
introduction  to  each  piece  or  group  of  pieces, 
together  with  the  provenance,  documentary  and 
literary  references,  sale  details,  dimensions, 
weight,  and  other  useful  information. 

The  arrangement  of  the  work  is  also  a  happy 
one:  Mr.  Davis  has  grouped  the  collection  by 
subject,  starting  off  with  silver  for  lighting,  then 
that  for  drinking  wine  and  beer;  for  coffee,  tea 
and  chocolate;  for  the  dining  table;  and  miscel- 


laneous objects.  Finally  there  is  the  fused  plate, 
much  of  it  the  generous  gift  of  Mr.  and  Mrs. 
Oliver  Ramsey,  the  City's  mace  and  an  addenda 
of  recent  acquisitions  -  a  section  that  one  feels  is 
possibly  already  incomplete.  There  is  a  sensible 
bibliography,  a  list  of  the  silversmiths  and  a  good 
general  index  with  excellent  cross-referencing  to 
collections  in  both  Britain  and  America  which 
possess  similar  silver. 

Of  course,  there  are  minor  mistakes,  not  least 
in  the  nomenclature  of  the  makers,  for  'Grim- 
wade'  had  not  been  published  when  the  work 
was  undertaken,  and  a  few  attributions  appear, 
from  the  illustrations  of  the  marks,  to  be  in  error. 
A  set  of  four  candlesticks,  for  instance,  with  the 
maker's  mark  'Gi'  of  Edward  Gibbon  are  said  to 
be  by  Richard  Green,  Joseph  Bird,  another 
specialist  candlestick  maker,  is  called  John 
Bignell,  while  Thomas  Nash's  mustard  pot  is 
attributed  to  John  Neville.  There  are  one  or  two 
mis-spellings  -  Vedeau  for  Videao,  Priest  for 
Preist,  Jonathan  Fossey  for  John  Fossy,  but  these 
are  mere  quibbles,  and  the  silversmiths  in  question 
would  probably  have  been  unconcerned  about  it. 
The  catalogue  in  fact  contains  fewer  errors  and 
provides  a  good  deal  more  valuable  information 
than  most  books  on  silver,  information  that  is 
eminently  readable  and  well-documented  with- 
out becoming  stuffy  or  insensitively  academic. 

Judith  Banister 

The  Art  of  Easter  Island 

By  Thor  Hcycrdahl 

349  pages,  320  illustrations 

and  1 5  colour  plates 

London:  george  allen  and  unvvin 

£21-00 

It  is  astonishing  that,  despite  the  general  public's 
usually  uninformed  but  apparently  very  lively 
interest  in  Easter  Island,  the  only  book  to  date 
which  has  offered  a  wide  range  of  photographs  of 
Easter  Island  art  is  Stcphen-Chauvet's  'L'lle  dc 
Paqucs  et  ses  mystercs'  (Paris,  1935),  long  out  of 
print  and  now  a  rather  scarce  and  expensive  item 
in  booksellers'  catalogues.  For  this  reason  alone, 
Heyerdahl's  latest  publication  would  be  valuable, 
for  it  illustrates  some  six  hundred  different  ob- 
jects, the  majority  for  the  first  time. 

Readers  of  'Aku-Aku'  will  remember 
Heyerdahl's  melodramatic  account  of  the  dis- 
covery of  the  secret  caves  of  the  Easter  Islanders, 
and  the  hoards  of  curious  stone  carvings  they  hid 
in  them.  What  was  not  mentioned  there,  nor  in 
the  subsequent  scientific  report,  was  that  he  had 
collected  nearly  a  thousand  of  these  pieces.  Port- 
able stone  sculptures  have  indeed  been  collected 
since  at  least  1870,  but  the  sheer  quantity  pre- 
sented here  and,  in  some  people's  opinion,  their 
ugliness  in  comparison  with  the  famous  wooden 
figures,  have  suggested  that  they  may  be  fakes. 
Heyerdahl  himself  states  that  the  Easter  Islanders 
were  familiar  with  the  books  of  Chauvet, 
Lavachery,  Metraux  and  others,  and  produced 
stone  carvings  based  on  the  illustrations  in  them. 

It  is  always  difficult,  and  in  this  case  unwise,  to 
judge  authenticity  on  the  basis  of  photographs 
alone,  though  it  is  quite  legitimate  to  express  the 
opinion  that  these  human  heads,  skulls,  fish, 
animal  forms,  reliefs  of  birdmen  and  other  grotes- 
qucries  appear  crude  and  unattractive.  Neverthe- 
less, the  American  archaeologist,  Dr.  Robert  C. 
Suggs,  in  a  devastating  but  highly  amusing 
account  of  Heyerdahl's  scientific  achievements 
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('The  Island  Civilisations  of  Polynesia',  New 
York,  i960,  pp.  212-224)  has  openly  declared: 

Tlte  stone  sculptures  discovered  deep  in  the  ancestral 
cai'es  are  the  crudest  of  frauds  of  a  type  made  every 
day  by  Easter  Islanders  for  sale  to  tourists  and  sailors. 
Tlte  poor  proportions,  the  abominable  sculptural 
technique,  and  the  obviously  contrived forms  of 
these  'masterpieces'  mark  them  as  bogus  even  in  a 
photograph  . . .  It  is  heartening,  however,  to  see  that 
the  natives  of  Easter  Island  recognised  so  quickly  the 
possibilities for  pulling  such  a  stunt  

Though  Heyerdahl  claims  to  be  able  to  dis- 
tinguish the  contemporary  tourist  pieces  from 
genuine  old  carvings  which  had  great  significance 
for  their  owners,  the  way  his  own  opinion  has 
wavered  over  the  years  gives  one  little  confid- 
ence. Take  the  first  piece  brought  to  him  secretly 
in  the  middle  of  the  night.  In  'Aku-Aku'  it  is 
described  as  follows: 

J  looked  at  the  well-shaped  hen  again.  It  tvas  a 
masterly  piece  of  work.  The  stone  smelt  a  little  of 
smoke.  For  the  first  time  I  had  seen  a  real  native 
work  of  art  which  was  not  one  of  the  everlastingly 
repeated  old  wooden  figures,  or  a  copy  of  the  great 
statues. 

The  account  in  'The  Art  of  Easter  Island'  (p.  92) 
runs: 

He  then  handed  me  a  realistically  sculptured  stone 
hen  . . .  Tiie  sculpture  [k-t  1257]  looked freshly 
made,  with  a  bright  surface  that  had  been  recently 
scrubbed  with  sand  and  water.  It  smellcd  strangely  of 
acrid  smoke  . . .  What  was  equally  puzzling  was 
that  the  rather  unexciting  piece  bore  no  resemblance 
to  Easter  Island  art.  This  was  a  simple  image  of  a 
common  fowl,  lacking  all  the  aspects  of  the 
traditional  imitations  of  ancestral  art. 

Although  in  the  new  book  the  carving  has 
acquired  an  acquisition  number,  surprisingly,  in 
view  of  its  importance  as  the  first  small  stone 
sculpture  Heyerdahl  collected,  it  is  not  among  the 
four  hundred  such  pieces  illustrated.  But  then  it 
has  ceased  to  be  'a  masterly  piece  of  work'  and 
become  'the  rather  unexciting  piece'.  As  evidence 
of  its  genuineness,  however,  we  are  assured  that 
it  was  carved  by  the  donor's  father-in-law,  or 
more  probably  the  Iattcr's  father  -  curiously 
recent  proof  for  an  ancient  tradition.  Is  it  not 
likely  that  a  couple  of  generations  ago  the  Easter 
Islanders  learnt  that  visiting  scientists  -  in  con- 
trast to  sailors  -  were  not  in  the  market  for  copies 
of  old  wooden  figures  and  rongo-rongo  boards, 
and  so  started  to  produce  a  more  saleable  article  in 
stone  which  was  not  a  copy  at  all  but  an  innova- 
tion? Examples  from  elsewhere  in  the  world 
abound:  modern  Eskimo  stone  sculpture  and 
Makonde  woodcarvings,  nineteenth-century 
Haida  carvings  in  argillite,  even  seventeenth- 
century  Afro-Portuguese  ivories.  It  is  likely  that 
the  authenticity  of  these  pieces  will  remain  as 
unacceptable  to  most  scholars  as  are  Heyerdahl's 
theories  of  the  importance  of  the  Tiahuanaco 
civilisation  of  Bolivia  in  Polynesian  culture 
history. 

As  a  general  account  'The  Art  of  Easter  Island' 
lies  somewhere  between  'Aku-Aku'  and 
Heyerdahl's  scientific  publications  in  'The  Archa- 
eology of  Easter  Island'  (1961).  While  the  melo- 
drama of  the  former  has  been  toned  down,  some 
of  the  more  dubious  propositions  of  the  latter 
have  been  popularised,  backed  by  numerous 
references  to  the  scientific  literature  which,  on 
being  checked,  are  not  always  found  to  bear  the 


interpretation  that  Heyerdahl  places  on  them.  But 
the  abundant  photographs,  particularly  of  wooden 
objects  in  museum  collections  throughout  the 
world,  accompanied  by  extensive  descriptive 
notes,  make  this  a  most  useful  and  important 
reference  work  on  Easter  Island  art. 

J.  B.  Donne 

The  Future  of  the  Past: 

Attitudes  to  Conservation,  1147-1974 

Edited  by  fane  Fawcett 

160  pages,  125  illustrations 

London:  Thames  and  Hudson 

£7-SO 

Here,  we  are  told  on  the  dust-jacket,  is  'a  history 
of  attitudes  to  architecture  from  mediaeval  times 
to  the  present  day'.  It  is  not  in  fact  a  systematic 
history,  for  it  comprises  seven  essays  by  different 
writers;  but  all  the  same  it  is  a  book  well  worth 
having.  Although  inspired  by  the  Victorian 
Society  and  therefore  much  concerned  with 
Victorian  attitudes,  it  should  be  said  at  once  that 
it  is  no  paean :  'some  of  the  ineptitudes  of  these 
architects  and  the  pitfalls  into  which  their  over- 
confidence  led  them'  are  recorded  with  exemp- 
lary fairness. 

In  the  longest  chapter  and  the  most  fully  illus- 
trated, Jane  Fawcett,  who  has  also  acted  as  general 
editor,  gives  us  a  fascinating  and  well  documented 
account  of  what  happened  to  the  cathedrals  from 
James  Wyatt  to  Sir  Arthur  Blomficld.  The  deeds 
and  misdeeds  of  the  principal  architects  amounted 
she  concludes,  to  'a  restoration  tragedy',  and 
despite  achievements  as  admirable  as  Scott's  re- 
building of  the  spire  at  Chichester  and  Jackson's 
restoration  of  Winchester,  this  is  the  unhappy 
truth.  Sir  Nikolaus  Pevsner,  in  a  piece  entitled 
'Scrape  and  Anti-scrape',  is  also  much  concerned 
with  the  cathedrals. 

Both  these  essays  voice  the  Victorian  Society's 
defence  of  the  Scott-Skidmore  screens,  deplored 
by  William  Morris,  from  whom  the  Society  is 
'proud  of  its  descent'.  This  is  a  controversial  sub- 
ject, but  surely  Sir  Osbert  Lancaster  is  correct  in 
asserting  that  with  architecture  'one  cannot  and 
should  never  attempt  ...  to  stop  the  clock'.  The 
Victorians  were  absolutely  right  to  rectify 
Georgian  mistakes  such  as  the  insertion  of  in- 
appropriate galleries.  The  disappearance  of  the 
screens  at  Salisbury  and  at  Hereford  has,  in  the 
view  of  many,  greatly  benefitted  both  cathedrals, 
for,  although  worth  preserving  as  period  pieces 
(and  Hereford  has  been),  it  must  be  evident  that 
they  were  very  far  from  being  the  artistic  equals 
of  Tijou's  splendid  wrought  ironwork  at  St. 
Paul's  or  of  those  exquisite  and  wholly  approp- 
riate screens  by  Robert  Bakewell  which  are  the 
glory  of  Derby.  The  time  is  now  ripe  for  the 
removal  of  much  inferior  Victorian  -  and  more 
recent  -  stained  glass  from  our  cathedrals  and 
churches.  The  process  has  begun,  but  has  not  yet 
gone  very  far.  Care  must  obviously  be  exercised, 
but  to  term  the  making  of  any  changes  whatso- 
ever as  vandalism  is  both  unwise  and  unrealistic. 
What  is  still  needed  is  a  far  more  general  visual 
response.  Sir  John  Betjcman  makes  this  point  very 
aptly  in  referring  to  the  volumes  of  the  Royal 
Commission  on  Historical  Monuments.  'In  my 
opinion  there  should  be  no  dateline  (beyond 
which  nothing  is  recorded) :  only  an  'eye'  line'. 

Professor  Robin  Winks  of  Yale,  in  a  short  essay 
on  conservation  in  America,  argues  that  such  an 
attitude  is   conspicuously   lacking   across  the 


Altantic,  where,  according  to  him,  the  yardstic, 
of  preservation  are  history,  association,  sites  I 
new  inventions  -  almost  everything,  in  fac 
before  aesthetic  merit.  In  this,  however,  he  seer, 
to  me  unfair  to  his  own  countrymen.  I  ha< 
visited  many  houses  in  the  United  States  whi< 
are  most  lovingly  preserved  for  no  other  reasc 
than  their  sometimes  considerable  appeal. 

In  another  excellent  essay,  Dr.  Mark  Giroua: 
explains  exactly  how  and  why  the  Victoria 
altered  a  great  many  English  country  house 
Many  of  the  things  they  did  were  brash,  clum 
and  insensitive,  but  there  was  some  good  wor 
too,  especially  towards  1900.  The  illustrations  a 
again  most  illuminating. 

The  book  ends  with  a  vignette  by  Sir  Hui 
Casson,  in  which,  in  no  more  than  three  pagi 
the  dilemma  of  the  modem  architect,  and  indcu. 
of  the  historic  town  which  must  have  a  number  • 
new  buildings,  is  brilliantly  summarised.  Tff 
conclusion  would  seem  to  be  that,  although  the; 
can  be  guiding  principles,  no  general  conclusid 
is  possible:  ultimately  each  case  must  be  decidt! 
ad  hoc. 

Before  all  these  comes  a  useful  summary  ! 
protective  legislation  by  Nikolaus  (not  a  mi 
print  but  a  gesture)  Boulting,  ranging  fro 
Elizabeth  i's  Proclamation  of  1560  'Agayn 
breakyng  or  defacing  of  Monumentcs'  up  to  tl 
present  day.  The  wretched  little  index  is  bo; 
inadequate  and  inaccurate,  which  is  a  great  pit. 
for  this  book  deserved  to  be  indexed  proper! 

Alec  Clifton-Taylq 
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Joseph  T.  Butler 


Above. 

I.  Basket-shaped  bowl  with  long  flat  handle, 
Egyptian,  bronze,  third-first  century  bc. 
Hie  Brooklyn  Museum. 


GREEK  AND  ROMAN  METALWARE 
Earlier  this  year,  The  Walters  Art  Gallery 
(Baltimore,  Maryland)  held  a  fascinating  show  of 
Greek  and  Roman  metal  utensils  borrowed  from 
American  collections  as  well  as  that  ot  the  spon- 
soring institution.  Some  of  the  most  interesting 
of  the  pieces  v\  ere  from  1  lenry  Walter's  collection. 
In  her  brief  introductory  essay  to  the  catalogue, 
Dorothy  Kent  Hill  points  out  the  difficulties  con- 
cerned with  this  subject.  Identification  of  the 
exact  metal  is  often  difficult  because  of  the  diff- 
erent types  of  alloys.  The  use  of  many  of  the 
utensils  is  difficult  to  determine  unless  they  are 
inscribed. 

The  strong  form  of  most  of  the  pieces  is  quite 
appealing  to  the  modern  eye.  Of  great  interest  are 
the  objects  decorated  in  the  cycle  referring  to 
Dionysos  (Bacchus).  Many  of  these  objects  are 
associated  with  the  service  of  wine.  Dionysos,  god 
of  wine  and  the  theatre,  had  many  participants  in 
his  worship  and  assumed  numerous  attitudes: 
musical  instruments,  masks,  cups,  thyrsos  (staff" 
with  pine  cone,  ribbons  and  ivy),  pedum  (shep- 
herd's crook),  revelers,  Erotes,  satyrs,  Pan,  minor 
dieties,  and  birds  and  animals  both  wild  and 
domestic.  These  symbols,  sometimes  massed  to- 
gether, were  used  as  early  as  ioobc,  presumably  in 
Alexandria.  Under  the  Roman  Empire,  the  same 
repertory  was  used  again  and  again.  After  an  un- 
productive period,  there  was  another  flowering  ot 
Dionysiac  ornament  just  before  400  ad  and  pro- 
duction continued  until  the  seventh  century. 

LISTENING  TO  THE  BAMBOO  : 
THE  ART  OF  WEN  CHENG-MING 
Asia  House  Gallery  (New  York  City)  held  an 
exhibition  of  sixteenth-century  paintings  by  the 
great  calligraphcr,  painter,  and  scholar,  Wen 
Cheng-ming  ( 1 470-1 559).  The  exhibition  was  of 
particular  interest  as  the  works  of  this  artist,  who 
is  known  as  one  of  the  Four  Great  Masters  ot  the 
Ming  Dynasty,  arc  just  beginning  to  become 
known  in  the  West.  About  sixty  handscrolls  and 
hanging  scrolls  were  included,  most  of  them  by 
the  master  himself,  and  a  few  by  his  teacher  and 
friend,  Shen  Chou.  The  majority  of  the  works 
arc  ink  landscapes  but  also  included  were  a  small 
group  of  calligraphic  scrolls  which  give  evidence 
of  the  grace  and  beauty  of  Wen  Cheng-ming's 
brushwork  and  his  mastery  of  this  art  form. 

Because  of  his  strict  Confucianist  upbringing, 
Wen  Cheng-ming  led  an  introspective,  scholarly 
life,  learning  the  arts  of  painting,  calligraphy,  and 
literature  from  three  of  the  most  renowned 
scholars  of  his  time.  During  the  course  of  his 


studies  he  came  to  know  works  of  his  contem- 
poraries as  well  as  those  of  earlier  periods,  parti- 
cularly the  painting  of  the  preceding  Sung  and 
Yuan  Dynasties.  Although  much  of  his  work 
therefore  owes  its  inspiration  to  earlier  styles,  he 
developed  an  individual  expression  which  greatly 
influenced  the  history  of  Chinese  painting 
throughout  the  remainder  of  the  Ming  Dynasty 
and  even  beyond  it. 

The  titles  of  the  paintings  tell  us  much  about 
the  pleasures  of  the  poet-painter-scholar's  life  in 
Suchou,  Wen  Cheng-ming's  native  city,  whose 
beauty  was,  and  is  still,  legendary.  Leisurely  Living 
at  the  Stream  Pavilion;  Summer  Retreat  in  the 
Eastern  Grove;  Playing  the  Ch'in  in  the  Shade  of  the 
Pines;  Tasting  Tea  in  the  Pure  Shade;  and  Listening 
10  the  Bamboo  (the  title  chosen  for  the  exhibition) 
offer  the  viewer  glimpses  of  the  delights  to  be 
found  in  that  place  and  time. 

Professor  Richard  Edwards  of  the  University 
of  Michigan  at  Ann  Arbor  chose  the  exhibition 
from  collections  in  Europe,  Japan  and  America 
and  also  wrote  the  extensive  and  fully  illustrated 
catalogue. 

CANNON  FOUNDING  IN  BRITAIN 
DURING  THE  AMERICAN 
REVOLUTION 

Fifty  rare  eighteenth-century  watercolours  by 
Jan  Verbruggen  were  seen  through  August  at  the 
Smithsonian  Institution's  National  Museum  of 
History  and  Technology  in  Washington.  Shown 
in  America  for  the  first  time,  the  watercolours 
from  the  collection  of  Th.  dc  Vries  van 
Doesburgh  of  The  Hague  are  both  accurate  his- 
torical documents  and  works  of  art  which  depict 
the  various  styles  of  cannon  casting  and  founding 
in  England's  Royal  Brass  Foundry  at  Woolwich. 

Verbruggen  was  a  Dutch  masterfounder  who, 
with  his  son  Peter,  ran  the  Royal  Foundry  at  the 
time  of  the  American  Revolution.  His  incisive- 
works  offer  unusual  glimpses  into  a  working  gun- 
foundry,  showing  details  of  architecture,  tools 
and  clothing  of  the  workers,  artisans  and  inspec- 
tors, and  the  social  organisation  of  the  foundry. 
Shown  with  the  watercolours  is  a  camion  cast  by 
the  Verbruggens  which  was  captured  at  the 
Battle  of  Saratoga  by  the  American  forces. 


2.  Summer  Retreat  in  the  Eastern  Grove, 
Wen  Cheng-ming,  handscroll, 
ink  on  paper,  c.  1 5 1 1 . 
John  M.  Crawford,  Jr. 
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3.  Jan  and  Pieter  Verbruggen. 
Scene  of  Cannon  Founding  Process, 
pencil  and  watercolour  on  paper,  c.  1775. 
Th.  de  Vries  van  Doesburgh. 


THE  GOTHIC  REVIVAL  STYLE 

IN  AMERICA,  1830-1870 

The  first  major  exhibition  in  the  United  States  to 

explore  the  various  manifestations  of  the  revived 

Gothic  style  in  mid  nineteenth-century  America 

was  organised  by  the  Museum  of  Fine  Arts, 


4.  Armchair,  possibly  John  and  Joseph  W.  Mceks 
(New  York  City),  walnut,  c.  1 836-1 857. 
Lee  B.  Anderson. 


Houston  and  was  seen  there  through  early  June. 
The  Gothic  exhibition  focused  primarily  on  the 
decorative  arts  -  furniture,  textiles,  wallpapers, 
ceramics,  metalwares,  glass,  silver,  window 
shades,  lighting  devices  and  clocks  -  but  also  in- 
cluded architectural  drawings  and  details,  paint- 
ings, drawings,  and  prints.  Funded  in  part  by  the 
National  Endowment  for  the  Arts,  the  exhibition 
was  restricted  to  the  domestic  aspects  of  the 
Gothic  Revival,  and  will  not  include  explorations 
of  the  ecclesiastical  manifestations  of  the  move- 
ment. The  show  contained  many  documented 
pieces,  such  as  labelled  furniture  from  the  John 
and  Joseph  W.  Meeks  factory  and  labelled  cast 
iron  birdhouses  shaped  like  castles. 

Designated  as  the  Houston  Museum's  Bicen- 
tennial project,  the  exhibition  was  organised  by 
David  B.  Warren,  Associate  Director  of  the 
Museum,  and  Katherine  S.  Howe,  Associate 
Curator  of  the  Museum's  Bayou  Bend  Collec- 
tion of  American  decorative  arts.  Research  and 
preparation  for  the  exhibition  began  in  the  spring 
of  1973.  The  show  contained  over  one  hundred 
and  seventy-five  objects,  on  loan  from  fifty- 
seven  museums  and  private  collectors. 

A  catalogue  with  entries  and  illustrations  of 
each  object  in  the  show,  as  well  as  close  to  twenty 
additional  entries  on  objects  not  in  the  exhibition, 
accompanies  the  exhibition.  The  catalogue  intro- 
duction was  written  by  Jane  B.  Davies,  a  spec- 
ialist on  Gothic  Revival  architect  Alexander 
Jackson  Davis. 

HARVARD  DIVIDED 

The  Fogg  Art  Museum's  (Harvard  University, 
Cambridge,  Massachusetts)  third  and  last  Bicen- 
tennial exhibition,  which  will  be  on  view 
through  10  October  will  examine  the  political 
and  social  upheaval  caused  by  the  American 
Revolution  in  colonial  Boston,  Cambridge  and 
Harvard  College.  The  show  illustrates  those 
troubled  times  of  mutual  suspicions  and  fears  of 
conspiracy  with  more  than  one  hundred  port- 
raits, decorative  arts,  maps,  eighteenth-century 
views  of  Cambridge,  and  documents.  Linda 
Ayres,  assistant  to  the  director  of  the  Fogg,  has 
assembled  the  material  from  Harvard  collections, 
the  Museum  of  Fine  Arts,  Boston,  the  Massachu- 


setts Historical  Society,  and  numerous  public  andt 
private  collections  from  around  New  England.  ; 

Ms.  Ayres'  comprehensive  and  elegantly  illus- 
trated catalogue  spotlights  the  personal  conse-i 
quences  of  the  Revolution  for  individual^  and  '■ 
families  on  both  sides  of  the  conflict  -  artists  and 
aristocrats,  visionaries  and  scholars  -  whose  lives 
were  drastically  affected.  The  text  develops 
themes  from  the  exhibition  such  as  'Peter, 
Oliver's  Portrait  Gallery',  a  series  of  verbal  cari-i 
catures  of  noted  patriots  by  the  notorious  loyalist, 
and  a  study  of  the  effects  of  the  Revolution  on 
Harvard.  An  introduction  has  been  provided  by ' 
Bernard  Bailyn,  Winthrop  Professor  History  atj 
Harvard  and  a  noted  scholar  of  the  Revolution. 

HENRY  MOORE:  PRINTS,  1969-1974 
Included  in  this  show  are  eighty-one  remarkable  I 
etchings  and  lithographs  selected  by  the  artist  r 
from  his  personal  collection  at  Much  Hadham,  [ 
England.  Organised  by  the  International  Exhibi- 
tions Foundation,  Washington  dc,  the  exhibition! 
can  be  seen  through  15  September  at  the  Uni-i 
versity  Art  Museum,  Austin,  Texas  after  which 
it  is  scheduled  to  travel  to  seven  other  institutions. 
Of  special  interest  is  the  sale  of  a  limited  edition . 
of  signed  and  numbered  lithographs,  Ideas  for 
Sculptures,  which  the  artist  made  to  commemo-' 
rate  the  exhibition. 

Henry  Moore  has  long  been  recognised  as  one 
of  the  twentieth-century's  foremost  sculptors. 
Many  Americans  are  familiar  with  his  monu- 
mental commissioned  works,  such  as  the  King', 
and  Queen  and  his  groups  of  standing  or  reclining 
figures,  on  view  at  the  Joseph  H.  Hirschhorn 
Museum  and  Sculpture  Garden  and  in  the  Lincoln 
Center  in  New  York  City.  His  drawings,  parti- 
cularly the  famous  Shelter  Sketchbook,  made  in 
London  during  the  blitzes  of  World  War  n,  and  1 
his  Coalmine  series  of  1941  have  long  been  ad-  1 
mired.  His  prints,  however,  have  only  recently 
attracted  attention,  for  printmaking  apparendy 
did  not  greatly  interest  Moore  until  the  past  ten 
years.  Not  until  1966  did  he  find  time  to  publish 
his  first  two  woodcuts,  made  in  193 1  while  he 1 
was  teaching  at  the  Royal  College  of  Art  in 
London,  and  a  lithograph  made  hi  1939  to  protest 
the  treatment  of  prisoners  in  the  Spanish  Civil 
War  has  never  been  published.  Moore  did  make  a 
total  of  about  forty  prints  at  various  times  in  the 
decades  between  the  'thirties  and  the  'sixties, 
largely  in  response  to  specific  requests,  but  it  was 
not  until  1966  that  he  began  to  work  at  print- 
making  in  earnest.  That  year  he  began  producing 
numbers  of  etchings  and  lithographs,  and  in  1971  : 
he  acquired  a  press  to  facilitate  the  proofing  pro-j 
cess.  Then,  in  1974,  he  had  a  new  graphics  studio 
built  at  Much  Hadham,  where  he  has  continued 
to  work  in  various  printing  media. 

The  present  exhibition  includes  the  famous 
Glenkiln  Cross  (1972)  and  Log  Pile  (1972)  among 
the  many  individual  prints  from  this  period.  Five 
of  his  acclaimed  portfolios  are  also  shown,  and 
include  the  Elephant  Skull  (1969-1970),  where  his 
etcher's  needle  is  used  like  a  pen  to  record  his  ex- 
ploration of  the  skull  given  to  him  by  Julian 
Huxley.  His  studies  of  Stonehenge,  England's 
famous  Prehistoric  site,  are  textured,  grainy  litho- 
graphs that  fully  express  Moore's  vision  of  what 
he  calls  'the  monumental  power  and  stoniness  of 
the  massive  man-worked  blocks . . .  and  the  effect 
of  time  on  them'. 

The  exhibition  is  accompanied  by  an  illustrated 
catalogue  with  an  introduction  by  David 
Mitchinson,  who  has  worked  with  Moore's  arch- 
ives at  Much  Hadham  for  the  past  seven  years. 


IHARLES  CHRISTIAN  NAHL 
i  landmark  retrospective  exhibition  of  the  nine- 
;enth  century  German-American  painter  Charles 
Ihristian  Nahl  was  organised  by  the  E.  B. 
docker  Art  Gallery  (Sacramento,  California), 
he  first  major  exhibition  devoted  to  the  artist 
nee  his  death  brought  together  a  selection  of 
pproximatcly  one  hundred  and  ten  paintings, 
rawings  and  prints  which  established  Nahl  as  the 
jremost  visual  chronicler  of  life  in  California 
eforc  and  during  the  Gold  Rush.  This  special 
licentennial  exhibition  is  supported  by  gr.ints 
om  the  National  Endowment  of  the  Arts,  a 
edcral  agency,  and  is  sponsored  by  the  California 
iHlcrican  Revolution  Bicentennial  Committee. 
Charles  Nahl  (1818-1878)  was  a  German  artist 
'ho  came  to  California  in  search  of  gold  but 
iund  a  more  lucrative  career  as  an  illustrator  and 
lintcr.  It  was  particularly  his  designs  for  wood 
asravings  of  California  and  the  Isthmus  of 
anama  that  established  Nahl's  early  reputation, 
he  illustrations  drawn  by  Nahl  and  seen 
jroughout  the  1850s  and  1860s  in  pictorial  news- 
apers  as  well  as  in  illustrated  periodicals,  letter- 
leets  and  booklets,  kept  Nahl's  work  before  an 
iiiierican  public  eager  for  information  about 
fe  in  the  West. 

While  a  resident  of  Sacramento  and  San 
rancisco,  Nahl  formed  a  close  association  with 
ldge  E.  B.  Crocker  who  became,  along  with 
ther  wealthy  Californians,  one  of  Nahl's  chief 
atrons.  It  was  during  this  period  that  Nahl  pro- 
uced  most  of  the  large  canvases  for  which  he  is 
est  known,  scenes  of  life  of  the  Indians,  the 
jrty-niners,  the  California  and  the  adventure  of 
rossing  the  Isthmus  of  Panama. 


.  Charles  C.  Nahl. 
California  Vaqueros  roping  a  Steer. 
Richard  Yeakel,  Laguna,  California. 


THE  ART  OF  EDO 

^n  exhibition  of  forty  examples  of  Japanese  art  of 
he  Edo  period  (1615-1868)  from  the  Museum's 
Permanent  collection  and  on  loan  from  private 
California  collections  can  be  seen  at  the  Los 
\ngeles  County  Museum  of  Art  through  26 
September.  Included  in  the  exhibition  are  four 
nonumental  screens:  Plum  Trees  and  Landscape  by 
Watanabe  Shiko,  Pleasuring  on  the  Sumida  River 
3y  Hishikawa  Mononobu  and  Winter  Scenes  by 
Vlaruyama  Okyo.  Important  scroll  paintings  by 
Matsumura  Goshun,  Soga  Shohaku,  Nakabayashi 
Chikuto  and  Totoki  Baigai  are  also  shown. 
Executed  in  subtle  ink  and  brilliant  colours,  these 
works  depict  landscapes,  birds,  flowers  and 
scenes  of  urban  life. 


In  addition,  colourful  enamelled  porcelains, 
subtly  shaped  stonewares,  sword  guards,  lac- 
quered inros  and  boxes,  embroidered  textiles  and 
tie-dyed  robes  will  be  on  view.  'The  Edo  period 
was  one  of  the  most  vital  and  prolific  eras  for  the 
arts  of  Japan',  says  George  Kuwayama,  the 
Museum's  senior  curator  of  Far  Eastern  Art.  'This 
exhibition  celebrates  the  brilliant  creativity  of 
Japanese  artists  who  worked  in  a  variety  of  media 
during  this  time'. 


6.  Jar,  Japanese,  OldKutani  Kiln, 
Edo  period,  porcelain. 
Los  Angeles  County  Museum  of  Art, 
Ernest  Larsen  Blanck  Memorial  Fund. 

RECENT  MUSEUM  ACQUISITIONS 
A  five-part  funerary  vessel  over  two  thousand 
years  old  has  been  added  to  the  ancient  art  collec- 
tion at  the  Elvehjem  Art  Center  (the  University 
of  Wisconsin,  Madison).  Called  a  centuripe  and 
named  for  the  prosperous  city  in  eastern  Sicily, 
the  urn  dates  about  300-100  bc.  The  urn,  found 
in  a  cemetary  outside  Centuripe  and  acquired  in 
London,  appears  to  have  a  scene  representing 
some  mystical  rite  referring  to  the  dead. 

According  to  the  University  of  Wisconsin  Art 
History  Professor  Warren  Moon,  the  Elvehjem 
example  is  one  of  forty-five  in  existence  and  one 
of  only  nine  in  the  USA.  'Though  the  urn  is  rare, 
it  is  most  interesting  because  the  technique  and 
subject  matter  reveal  what  Hellenistic  painting, 
no  longer  to  be  found,  probably  looked  like.  The 
decoration  is  tempera  painted  on  the  clay  surface 
in  contrast  to  other  Greek  vases  where  the  deco- 
ration is  created  by  the  firing  process',  says  Moon. 
Centuripe  was  an  area  rich  in  mineral  deposits  as 
the  beautiful  mineral  colours  of  red,  blue,  green, 
and  white  attest.  Five  blue  dolphins  swim  on  a 
red  background,  and  four  wings  grace  the  top. 

A  rare  and  important  sixteenth-century  Italian 
painting  has  been  acquired  by  the  Memorial  Art 
Gallery  of  the  University  of  Rochester  (New 
York).  Called  Portrait  of  a  Boy  of  the  Bracciforti 
Family,  it  is  by  Niccolo  dell'Abbate,  an  important 
Mannerist  painter  who  worked  primarily  as  a 
muralist  and  whose  works  on  canvas  are  rare. 
Niccolo  began  his  career  in  Modena  in  northern 
Italy,  first  working  with  his  father,  a  successful 
modeller  of  stuccoes.  Later  on  his  own  he  pro- 
duced literary,  landscape  and  genre  scenes  in 
fresco,  a  medium  in  which  he  continued  to  work 
throughout  much  of  his  life. 


7.  Centuripe  urn,  Sicily, 
tempera  on  clay,  300-100  bc. 
Elvehjem  Art  Center. 


8.  Niccolo  dell'Abbate. 

Portrait  of  a  Boy  of  the  Bracciforti  Family. 

Memorial  Art  Gallery. 
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SWITZERLAND 

Retrospective  exhibition  of  Picasso 

The  Kunstniuscum  in  Basle  is  exhibiting,  until 
13  September,  ninety  of  Picasso's  masterpieces 
chosen  from  the  collections  at  the  New  York 
museum  and  from  great  Swiss  collectors.  Works 
from  1901  until  just  before  his  death  and  from  all 
the  well-known  'periods'  are  represented :  .1 
sketch  of  the  famous  Demoiselles  d' Avignon  of 
1906  precedes  the  time  when  the  artist  was  in- 
fluenced by  African  masks;  then  follow  the  col- 
lages and  the  Ingres-style  period  of  Fannies  a  la 
guitare.  Guernica  could  not  be  sent  from  New 
York  but  Charnier  on  view  here  is  no  less  moving. 
The  exhibition  terminates  with  the  scries  Peintre 
et  son  modele  in  which  Picasso  examines  all  his  art 
in  a  challenging  spirit. 

G.  s. 

I   (    fl  V 
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Kifig  Charles  VI  and  his  advisor,  Salmon, 
from  The  Book  of  Hours  by  Boucicaut, 
Paris,  r.  1410. 
From  an  exhibition  of  Mediaeval  illuminated 
manuscripts  from  the  University  Library  of 
Geneva,  at  the  Rath  Museum,  Geneva,  until  26 
September.  The  eighty-four  manuscripts  cover 
the  period  from  Charlemagne  to  Francois  1  and 
include  secular  as  well  as  religious  texts.  Many  are 
extremely  colourful  and  their  borders  are  cram- 
med with  detailed  drawings  of  flowers,  fruit, 
animals  and  birds.  One  of  the  most  interesting  is 
'De  Divina  Proportionc'  of  Luca  Pacioli  di  Borgo 
San  Scpolcro  with  geometrical  figures  drawn  and 
coloured  by  Leonardo  da  Vinci  in  1498.  The 
lavishly  illustrated  catalogue  is  by  Professor 
B.  Gagnebin. 


HOLLAND 


One  Hundred  Old  Masters 

A  happy  choice  of  some  hundred  paintings  of  the 
northern  school  from  the  fifteenth  to  the  seven- 
teenth century  has  been  made  by  Cramer  (38, 
Javastraat,  The  Hague)  for  the  annual  exhibition 
there  which  will  run  until  10  September. 
Rembrandt  is  alongside  Frans  Hals,  Ruysdael  and 
Momper,  Bosch  is  contrasted  with  Rubens  and 
Dieric  Bouts  and  Mending  with  Cranach.  In 
addition  are  two  painters  from  the  south:  Goya 
represented  by  an  astonishing  portrait  of  his 
friend  Martin  Zapater  and  Francesco  Guardi  by 
one  of  his  famous  Caprices. 

G.  S. 


Frans  Hals. 
Portrait  of  a  man,  c.  1657, 
65  X  49  cm. 
Cramer  Gallery,  The  Hague. 


BELGIUM 


A  tribute  to  James  Elisor 

Until  20  September  the  museum  in  Stavelot  is 
showing  one  hundred  and  fifty  canvases,  draw- 
ings, engravings,  posters  and  various  documents 
by  that  most  unusual  and  lyrical  Belgian  Expres- 
sionist James  Ensor  (Ostend,  1860-1949).  He 
painted  a  strange  fanciful  world  teaming  with 
tragic,  burlesque  masks  and  tumultuous  baroque 
forms  where  fantasy  mingles  with  drama  and 
the  absurd.  His  palette  displayed  the  forceful 
vivid  colouring  of  the  Fauves  and  his  composi- 
tions an  originality  and  typically  Flemish  mock- 
ing spirit  which,  after  forty  years,  still  persists. 


FRANCE 


The  Musee  Municipal  d'Art  Moderne,  Paris,  is 
showing  until  1 2  September  two  hundred  draw- 
ings by  Andre  Masson:  the  achievements  of  the 
impossible  by  a  complete  artist  -  expressionist, 
symbolist,  surrealist  and  gestuel.  At  the  Louvre 
there  is  a  tribute  to  Titian  until  20  September  and 
L'Atelicr  until  8  November,  and  the  history  and 
development  of  artists'  studios  from  the  Middle 


Colossus  of  Rameses  n  in  pink  granite. 
Grand  Palais,  Paris. 

Ages  to  the  bohemianism  of  the  Romantics.  The 
new  arrangement  of  the  sculpture  rooms  is  also 
worth  seeing.  At  the  Grand  Palais  is  Rameses  n, 
until  17  October,  which  includes  sculptures  and 
works  of  art  lent  for  the  first  time  by  the  Cairo 
museum,  masterpieces  created  for  a  Sun-King 1 
who  ruled  for  sixty-seven  years. 

Symbolism  of  the  late  nineteenth  century  is  on 
.it  the  Galerie  du  Luxembourg  (98,  rue  Saint-  ! 
Denis,  until  October):  the  disturbing  poetry  oft 
Toorop,   Georges  de  Feurc,   Aman-Jean  and 
Menard. 

At  Calais  the  Musee  des  Beaux-Arts  has  on 
view  until  15  September  the  picturesque  and 
ambiguous  aspects  of  official  art  in  France  at  the 
end  ot  the  last  century.  At  the  museum  of 
Pontoisc  until  30  September  are  ex-votos,  religi-  1 
ous,  naive  and  popular  paintings  which  tell  ingenu- 
ously of  the  emotions,  ills  and  remedies  of  every- 
day life.  At  Quimper  the  Musee  des  Beaux-Arts 
has  re-opened  with,  amongst  others,  one  room  ' 
devoted  to  the  poet  and  painter  Max-Jacob  and 
another  to  the  forceful  expressionist  Pierre  de  1 
Belay.  At  the  Musee  Cantini  Marseilles  until  I 
30  September  are  recent  works  of  Francis  Bacon. 

Gerald  Schurr 

GERMANY 


Harp  player,  marble  statuette,  c.  2,800  bc. 
Height:  29.5  cm. 
New  York,  Metropolitan  Museum  of  Art. 
From  an  exhibition  of  art  and  culture  from 
the  Cyclades  in  the  three  thousand  years 
before  the  birth  of  Christ,  at  the  Badisches 
Landcsmuscum  Karlsruhe,  until  10  October. 


72 


GREAT  BRITAIN 

American  Art  1 750-1 800: 
Towards  Independence 

16  July-26  September  1976 
Victoria  and  Albert  Museum, 
South  Kensington,  SW7 

The  title  of  this  exhibition  implies  a  rejection  of 
the  British  artistic  prototypes  which  inevitably 
remained  uppermost  in  the  American  mind 
throughout  the  eighteenth  century :  the  exhibition 
proves  that  such  a  rejection  was  all  but  impos- 
sible. In  conception  all  of  the  finest  pieces  here 
invariably  recall  British  forms  and  conventions, 
while  the  quality  of  craftsmanship  is  exceptionally 
high.  Furniture,  in  the  words  of  the  catalogue: 
'is . . .  perhaps  the  most  sensitive  barometer  of  the 
vision  and  values  of  the  entire  society',  and  it  is 
the  furniture  which  perhaps  merits  the  closest 
study  in  the  exhibition.  Furniture  of  all  types  is 
included,  with  a  predominant  emphasis  on  seat- 
ing, the  most  attractive  of  which  is  Philadelphian. 
Although  the  assemblage  of  the  carved  pieces  is 
sometimes    ponderous    and    uncertain,  the 
Philadelphia  examples  do  achieve  an  elegant 
clarity  missing  in  a  New  York  chair  of  1730-1750 
from  the  Ginsburg  collection  with  its  curious 
combination  of  differently-shaped  struts  between 
the  legs.  The  development  of  the  'blockfront'  in 
the  hands  of  New  England  cabinetmakers  is  well 
documented  by  examples  from  Boston  and 
Newport,  most  notably  in  a  spectacular  eight  feet 
high  desk  and  bookcase  in  two  mahoganies, 
divided  vertically  into  three  panels  with  superb 
alternating  shell  motifs  and  a  scroll  top  punctuat- 
ed by  urns.  This  is  however  far  from  any  Rococo 
feeling,  and  the  only  large  piece  in  the  exhibition 
which  makes  concessions  to  strongly  curvilinear 
form  is  a  bombe  desk  and  bookcase  by  George 
Bright  of  Boston,  which  dates  from  1 770-1 792. 
It  is  significant  that  no  American  equivalent  to 
Chippendale's  'Director'  of  1754  emerged,  and  a 
group  of  side-chairs  reveal  the  gradual  adoption, 
absorbtion  and  finally  reinterpretation  of  his 
modified  version  of  the  Rococo.  It  would  have 
been  interesting  to  see  examples  of  any  original 
Rococo  design  which  exist,  but  even  such  im- 
portant pieces  as  the  high  chest  off.  1770  ('Pom- 
padour'   highboy)    from    the  Metropolitan 
Museum  uses  detail  from  both  the  'Director'  and 
Thomas  Johnson's  'New  Book  of  Ornaments', 
printed  in  London  in  1762. 

After  the  Revolution,  Salem  and  Baltimore's 
new  importance  as  active  ports  enabled  them  to 
rival  Philadelphia  and  New  York,  and  some  of 
the  period's  most  original  and  attractive  designs 
emerged:  delicate  side  chairs  deriving  from 
Hepplewhite  can  be  attributed  to  Samuel 
Mclntire,  John  and  Thomas  Seymour  and 
Ephraim  Haines,  while  Empire  chic  and  fantasy 
inspired  pieces  devoid  of  any  hint  of  the  sobriety 
of  the  earlier  period  such  as  Simon  Willard's 
banjo  clock  of  c.  1805  and  Samuel  Gragg's 
delightfully  functional  bentwood  side  chair  of 
slightly  later. 

Sobriety  is  the  keynote  too  of  most  of  the  exhi- 
bited silver,  with  the  exception  of  a  teakettle  and 
stand  of  the  Paul  de  Lamerie  type  made  by  Joseph 
Richardson  of  Philadelphia  in  1745-1755.  This  is 
however  awkward  in  its  application  of  a  some- 
what ill-digested  repertoire  of  Rococo  detail,  and 
docs  not  compare  favourably  with  the  work  of 
Jacob  Hurd,  such  as  the  teapot  made  for  Sir 


Chest-on-chest, 
made  by  William  Lemon,  carving  by  Samuel 
Mclntire,  Salem,  Massachusetts,  1796. 
Museum  of  Fine  Arts,  Boston. 
Victoria  and  Albert  Museum,  London. 

William  Pepperell  around  1740  with  an  Oriental 
model  in  mind.  Paul  Revere  has  rightly  become 
the  best  known  silversmith  of  the  period,  and  is 
represented  by  several  objects,  among  which  a 
heavy  salver  of  1761,  a  tankard  of  1762,  an 
elegant  coffeepot  of  1781  and  a  waiter  of  1797 
fully  document  the  perfecting  of  his  style. 

Any  provincialisms  are  most  liable  to  make 
themselves  felt  in  painting,  and  vigorous  though 
this  period  was  in  the  evolution  of  the  fine  arts  in 
the  United  States,  the  old  assertion  that  there  is  no 
American  painting  before  Winslow  Homer,  so 
often  made  with  tongue  in  cheek,  inevitably 
comes  to  mind  with  this  selection.  For  obvious 
reasons,  portraiture  occupied  the  large  part  of  the 
American  painter's  attention  until  Benjamin 
West  launched  into  his  Yankee  Neo-classicism 
in  the  1760s.  Robert  Feke,  John  Smibert,  Joseph 
Blackburn  -  an  English  painter  who  arrived  in 
Boston  in  1755  -  all  purveyed  adequate,  if  some- 
what repititious  images,  into  which  category  even 
West's  Thomas  Mifflin  could  be  said  to  fit. 
Copley's  Mrs.  Thomas  Boylston  of  1766  how- 
ever combines  an  outstanding  technique  with  a 
psychological  penetration  rivalled  only  by 
Gilbert  Stuart's  Mrs.  Richard  Yates  painted  after 
his  return  from  Dublin  in  1793 :  the  pose  repeats 
almost  exactly  that  of  a  David  portrait  of  pre- 
cisely these  years,  in  which  a  sewing  woman 
briefly  interrupts  her  work  to  glance  up.  None  of 
the  other  painters  represented  are  in  any  way 
outstanding  in  a  European  context,  and  the  op- 
portunity to  see  West's  Agrippina  landing  at 
Bnmdisium  with  the  Ashes  of  Germanicus  of  1768 


from  the  Yale  University  Art  Gallery  serves  to 
reinforce  the  impression  of  an  emotionally  and 
stylistically  hard  approach  to  Classical  subject- 
matter,  totally  lacking  in  the  conviction  brought 
to  similar  themes  by  Gavin  Hamilton.  A  spon- 
taneity lacking  in  any  of  the  somewhat  forced 
American  Grand  Manner  is  introduced  by  several 
naive  painters'  work,  notably  two  portraits  by 
the  'Bcardsley  Limner'  and  one  of  Emma  Van 
Name  eating  strawberries  from  a  glass  goblet. 

The  exhibition  ends  with  Wistar,  Stiegel  and 
Amelung  glass,  and  a  group  of  textiles,  em- 
broidery, bed  panels,  coverlets  and  a  bed  rug. 

Edmund  Bainbridge 

Fifth  British  International 
Print  Biennale 

13  June  -  12  September  1976 
Cartwright  Hall,  Bradford,  West  Yorkshire 

After  the  last  war,  there  was  a  sudden  boom  in 
print-making  and  print  sales,  which  reached  a 
crescendo  in  the  late  'sixties.  There  were  many 
reasons  for  it :  one  was  the  fact  that  mass  sales  of 
cheap  art  books  and  the  growth  of  the  modern 
museums  had  created  a  new  public  for  the  visual 
arts,  many  of  whom  wanted  to  own  something 
more  than  a  reproduction,  and  yet  could  not 
afford  an  original  painting. 

The  Bradford  Print  Biennale  was  established 
ten  years  ago,  at  the  peak  of  all  this  activity  in 
prints.  It  became  the  leading  exhibition  for  the 
medium  in  Britain.  This  year,  more  than  three 
thousand  prints  were  submitted  from  all  over  the 
world,  three  hundred  were  selected  for  exhibition 
and  a  number  of  cash,  purchase  and  commission 
prizes  awarded. 

The  Biennale  has  not  always  been  without  con- 
troversy: two  years  ago,  an  international  jury 
was  appointed  to  make  selections  from  submis- 
sions, which  were  to  be  hung  alongside  an  in- 
vited section.  However,  its  members  could  only 
unanimously  agree  that  ten  prints,  out  of  the 
three  thousand  sent  in,  ought  to  be  hung.  Basic- 
ally, the  jury  appears  to  have  objected  to  the  fact 
that  print-makers  in  Colombia,  Guatemala,  and 
Morocco  were  not  working  in  the  same  way  as 
the  most  rarefied  sectors  of  the  European  and 
American  avant-gardes.  This  year,  to  avoid  a 
similar  debacle,  the  organisation  was  changed. 
The  invited  section  was  abolished  altogether. 
The  Biennale  may  not  be  representative,  and 
certainly  docs  not  reflect  any  specific  tendency  - 
nevertheless  it  provides  .111  interesting  oppor- 
tunity to  see  work  not  just  by  print-makers  from 
the  leading  centres  in  Tokyo,  New  York,  Los 
Angeles,  Germany  and  London,  but  also  from  the 
rest  of  the  world:  for  example,  a  number  of 
powerful  images  from  Czechoslovakia  and 
Poland. 

It  is  difficult  to  point  to  any  unifying  factors  in 
such  a  divers:  exhibition;  nevertheless,  it  docs 
appear  that  print-makers  arc  increasingly  moving 
away  from  painting  as  a  point  of  reference,  and 
looking  to  the  limitations  and  possibilities  of 
their  own  medium.  A  surprisingly  large  number 
of  prints  take  the  idea  of  multiple  reproduction 
as  their  theme.  This  is  reflected  in  images  deriving 
from  photography,  cinema,  books,  stamps, 
advertising  material  -  almost  anything  which 
refers  back  to  the  concept  of  reproducibility.  The 
print-makers  are  no  longer  content  to  be  seen  as 
the  painters'  poor  relations,  and  have  become  in- 
creasingly self-conscious  about  the  particularities 
of  their  own  processes.  Peter  Fuller 


73 


Sir  Lawrence  Alma-Tadema 
1836-1912 

3  July-8  August  1976 
Sheffield  City  Art  Galleries 
(Mappin  Art  Gallery,  Sheffield) 
21  August-13  September  1976 
Laing  Art  Gallery,  Newcastle 


Sir  Lawrence  Alma-Tadema. 
An  Audience  at  Agrippa's, 
on  panel,  90  X  65  cm. 
The  Dick  Institute, 
Kilmarnock  and  Loudon  District  Council. 
Mappin  Art  Gallery,  Sheffield. 


Here  is  the  first  opportunity  in  Britain  to  re- 
examine critically  a  representative  group  of  oils, 
watercolours  and  drawings  by  this  Dutch  painter 
who  achieved  outstanding  success  in  his  lifetime 
in  England,  was  bitterly  attacked  by  Ruskin  and 
Sargent,  and  continues  to  hold  his  own.  The  title 
of  the  recent  Metropolitan  Museum  exhibition  of 
his  work,  'Victorians  in  Togas'  encapsulates  both 
the  successes  and  weaknesses  of  Tadema's  style. 
Atchaeological  verisimilitude,  on  which  Tadema 
at  first  sight  seems  to  have  relied  and  which  he 
based  on  one  hundred  and  sixty-eight  folios  of 
photographs  of  Classical  detail  (including  appar- 
ently some  by  Baron  Corvo),  cannot  by  itself 
raise  a  painting  to  the  level  of  art.  But  paradoxic- 
ally, despite  the  predominance  of  rigorously 
accurate  architecture,  sculpture,  decoration  and 
costume,  Alma-Tadema  was  redeemed  from 
being  merely  a  High  Victorian  curiosity  by  his 
very  considerable  talent  as  a  painter.  This  selec- 
tion, of  necessity  small,  but  made  with  discrimin- 
ation by  Anne  Goodchild,  includes  some  sur- 
prises, such  as  A  Corner  of  the  Borghese  Gardens 
(1876).  In  it,  those  qualities  which  also  fdl  the 
other,  more  grandiose  themes  only  to  be  over- 
shadowed by  the  plethora  of  fascinating  decora- 
tive detail,  are  easily  recognisable.  The  subtlest 
of  atmospherics,  coupled  with  deep  sensitivity  to 
light  and  to  the  slightest  colour  modulation  im- 
bue these  Graeco-Roinan  vignettes  with  an  allure 
which,  considered  in  purely  formal  terms,  they 
might  lack. 


And  yet,  their  formal  construction  presents 
novelties  for  the  period.  A  Coign  of  Vantage  of 
1895  shows  three  Roman  girls  ensconced  in  the 
angle  of  a  glittering  white  marble  terrace  sur- 
mounted by  a  large  bronze  lion.  Our  viewpoint 
leads  the  eye  vertiginously  along  a  balustrade 
towards  them,  allowing  us  to  glimpse,  hundreds 
of  feet  below,  the  Roman  fleet  so  avidly  awaited 
by  the  girls.  The  visual  precariousness  of  their 
eyrie  is  fully  communicated  and  accentuates  our 
apprehension  of  the  girls'  expectancy.  In  the  later 
paintings,  especially  of  the  late  1890s,  and  early 
1900s,  lines  of  marble  edging  to  the  ubiquitous 
pools  swerve  out  of  the  picture  plane  unexpected- 
ly, and  in  A  Favourite  Custom  of  1909  only  the 
corner  of  the  bath  seems  to  prevent  one  from 
toppling  in  with  the  Edwardian-looking  nym- 
phets  who  are  splashing  each  other. 

How  They  Amused  Themselves  in  Egypt  3,000 
Years  Ago  sounds  more  like  the  title  of  an  early 
Pop  work  by  Blake  or  Hockney  than  the  rather 
sombre  canvas  which  partly  launched  Tadema's 
international  reputation  and  cemented  his  rela- 
tionship with  Ernest  'Prince'  Gambart.  Wisely 
chosen  as  the  starting  point  of  the  exhibition 
together  with  a  photograph  of  a  watercolour 
study  for  Fredegonda  at  the  Deathbed  ofPraetextatus, 
it  elucidates  Tadema's  development  from  the 
precise  Merovingian  themes  which  first  brought 
him  distinction  at  Antwerp,  to  the  more  genera- 
lised subjects  which  are  rightly  associated  with 
him  later.  In  avoiding  the  choice  of  too-specific 
historical  events  of  the  type  favoured  by  Egg, 
Maclise  and  in  France,  Delaroche,  Tadema 
presents  in  many  ways  the  negative  aspect  of 
Classicism:  in  this  he  follows  Ingres  rather  than 
David.  While  David  and  his  followers  promoted 
a  virile  idealism  through  themes  such  as  the 
Horatii,  Bclisarius  or  Seneca,  Tadema  opts  for  a 
domesticated,  enclosed  world  completely  in 
accord  with  the  Dutch  genre  tradition  from 
which  he  sprang  and  which  he  emulates 
with  great  success  in  several  pictures  here.  This 
becomes  an  increasingly  effete  world  centred  on 
the  bath-house  with  its  brilliantly  differentiated 
marble  textures,  its  crisp  white  linens,  its  banks  of 
flowers  and  glimpses  of  sunlit  atria  beyond  (The 
Way  to  the  Temple).  The  hothouse  classicism  intro- 
duced by  Ingres,  whose  work  Tadema  must  have 
seen  in  Paris,  becomes  completely  bourgeois: 
while  the  figures  may  remain  'nude  and  Antique', 
they  are  no  longer  'noble'  and  live  outside  the 
realm  of  drama,  in  the  'vastes  portiques',  and 
'voluptes  calmes'  of  Baudelaire's  La  Vie  Anteri- 
eure. 

For  such  a  small  exhibition,  a  remarkably  com- 
prehensive picture  emerges  of  many  aspects  of 
Tadema's  life  -  the  architecture  and  decoration  of 
his  London  houses,  so  close  to  his  Classical 
interiors  -  a  stage  design  for  Sir  Henry  Irving's 
production  of  Coriolanus  which  would  convert 
any  brutalist  theatre  designer,  the  mahogany 
studio  couch  inlaid  with  mother-of-pearl  after  a 
Pompeian  prototype,  a  group  of  unusual  and 
penetrating  portraits  and  a  lovingly  drawn  pencil 
sketch  of  a  tiny  cat.  If  today  we  guy  so  many 
Victorian  ideals  of  the  type  knowingly  or  un- 
knowingly represented  by  Tadema,  his  paintings 
must  occasionally  make  us  regret  our  sophistica- 
tion. 

Charles  McCorquodale 


Robert  Banks. 
Porta  Rudiae(  Chiesa  del  Rosario)  Lecce:  1975. 
From  an  exhibition  of  watercolours  by 

this  artist  at  the  Alwin  Gallery, 
Grafton  Street,  wi,  until  10  September. 
Each  picture  is  a  'Baroque  fantasy'  - 
buildings  are  moved  around  and 
architectural  details  repositioned  to  make 
an  interesting  composition. 


Paul  Gauguln. 
Les  Mettles,  signed  bottom  right  P.  Gauguin  '89 
From  'Samuel  Courtauld's  Collection  of 
French  Nineteenth-Century  Paintings  and 
Drawings',  a  centenary  exhibition  to 
commemorate  the  birth  of  Samuel  Courtauld, 
at  the  Courtauld  Institute  Galleries,  Woburn 
Square,  wci,  until  12  September. 
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L.  S.  Lowry. 
Lancashire  Cotton  Worker,  1944. 

Leeds  City  Art  Gallery. 
Royal  Academy  of  Arts,  London. 


L.  S.  Lowry 

4  September  -  14  November  1976 

Royal  Academy  of  Arts, 
Burlington  House,  Piccadilly,  wi 

'his  is  an  important  exhibition.  About  three 
undrcd  of  Lowry's  oils,  watercolours,  pastels 
nd  drawings  have  been  borrowed  from  public 
tid  private  collections.  Many  have  not  been 
lown  before.  They  span  the  whole  of  his  life 
-om  the  portraits  of  his  parents  in  academic  style 
3  the  small,  horrifying  figures  of  his  old  age. 

The  catalogue  is  prefaced  by  various  recollec- 
ons  by  friends.  Mervyn  Levy  relates  the  little 
nown  fact  that  from  the  age  of  sixteen  Lowry 
worked  as  a  clerk  and  rent  collector,  finally  be- 
oniing  a  chief  cashier  and  retiring  on  a  pension 
1 1952.  Such,  then,  was  the  daily  background  of 
his  strange  and  secretive  man,  his  large  figure 
lways  formally  dressed  even  when  painting:  he 
conomically  wore  out  in  the  studio  those  busi- 
less  suits  which  had  become  too  shabby  for  the 
iffice.  His  conversation  was  full  of  the  unexpected 
nd  gave  an  impression  of  simplicity,  but  this 
effected  only  one  aspect  of  a  complicated  nature. 

When  young,  he  had  believed  truth  and  beauty 
ould  best  be  expressed  in  the  naturalistic  style. 
Then  he  had  moved  to  impressionism,  going  into 
he  countryside  in  search  of  suitable  landscapes. 
3ut  one  day,  walking  with  a  friend  through  a 
listrict  called  Stump  Park,  he  had  a  revelation. 
-Ie  was  twenty-eight.  From  that  time  onwards, 
jvith  the  persistence  of  a  man  who  is  impelled  by 
lis  whole  being,  who  can  do  nothing  else,  he 
jainted  his  vision  of  Manchester  and  its  inhabit- 
ints,  at  his  best  in  the  maimer  of  a  master. 

This  was  his  chief  subject,  the  one  which  has 
become,  so  to  speak,  his  trademark.  Yet,  when 
)ne  views  the  vast  and  representative  selection  on 
:he  Academy  walls,  one  canot  help  being  struck 
jy  his  variety.  There  are  docks  full  of  ships  and 
:ugs;  ships  coming  into  port;  flat,  cold  seas;  and, 
n  totally  different  vein,  yachts  sailing  in  a  dazzle 
jf  impressionist  light  and  atmosphere,  testament 
jf  his  love  of  French  painting. 

Then  there  are  his  landscapes.  Some  of  these,  of 
farms  and  country  roads,  although  unmistake- 
ibly  Lowry,  have  none  of  the  passion  behind,  for 
instance,  Ship  Approaching  Harbour  (i960)  where 
1  great  black  ship  comes  through  a  narrow  ent- 
rance over  a  grey-white  sea.  But  his  other  rural 
scenes  are  more  frightening,  in  particular  Lake 
Landscape  (1950)  which  consists  entirely  of  reced- 
ing, identical,  empty  lakes  surrounded  by  dark 
hdlls.  A  loud  cry  of  despair  seems  to  echo  from 
that  inviolate  solitude. 

It  should  not  be  thought,  however,  that  Lowry 
was  incapable  of  fun.  Humourous  incidents  are 
often  tucked  away  amongst  the  crowd.  Or  they 
may  be  the  whole  picture,  as  in  Fight  (1930)  where 
one  furious  man  crams  a  hat  hard  down  over  the 
ears  of  another.  It  might  be  said  that  the  multi- 
tude drawn  irresistibly  into  the  enormous  mills  is 
a  comic  spectacle.  One  mood  shades  into  another, 
for  we  are  looking  at  a  phantasmagoric  world. 
The  houses  have  more  personality  than  the  in- 
habitants. The  Lodging  House  (1921)  broods  over 
the  numberless  lodgers  pouring  out  of  its  front 
door.  The  abandoned  Georgian  house  in  the  fetid 
swamps  of  the  Irwell  watches  through  every 
window.  The  buildings  stand  sentinel  on  the 
pavements,  superior  in  beauty  and  endurance  to 
those  who  venture  to  make  use  of  them. 

How  autobiographical  are  Lowry's  pictures  in 


the  literal  sense?  A  drawing  of  1922,  The  Rent 
Collector,  shows  the  respectably  dressed  young 
artist  entering  a  kitchen.  There  is  nothing  on  the 
table  except  the  rent  book.  The  man  and  wife 
stare  out  at  the  spectator  in  misery.  Either  they 
have  not  got  the  rent,  or,  if  they  have,  it  is  their 
last  penny.  In  1938  he  did  a  portrait  of  himself  in 
the  last  stages  of  mental  agony;  and  other  similar 
portrait  heads  at  much  the  same  date  which, 
although  given  different  titles,  are  evidently  him- 
self again.  His  tall  figure  is  to  be  found  in  many  of 
the  crowd  scenes,  but  here  the  connection  is 
incidental.  A  Late  Caller  (i960)  shows,  most  prob- 
ably, the  retired  chief  cashier  coming  home.  His 
silhouette  is  seen  through  a  half  glass  front  door. 
At  first  glance,  the  hall  seems  a  typical  bare 
interior.  But  the  edge  of  frames  just  show  on  the 
walls:  this  narrow  hall  is  crammed  with  pictures. 
The  corners  of  chests  are  indicated :  it  is  full  of 
furniture. 

hi  the  psychological  sense,  every  picture  is 
autobiographical.  We  are  looking  at  the  world  of 
dreams  made  manifest,  both  pleasant  and  un- 


pleasant, at  the  conclusions  one  man  reached  after 
a  lifetime's  cogitation,  hi  the  beginning,  he 
regarded  his  fellow  men  with  compassion  and 
understanding.  His  Lancashire  Cottomvorker  (1944) 
stands  before  us  in  poverty,  dignity  and  sadness. 
But  at  the  end  his  people  have  become  grotesques. 
All  are  mad  and  ugly,  many  deformed  as  well. 
They  have  lost  their  humanity  and  are  not  pitied 
for  it.  They  exist  singly,  or  in  pairs,  against  a 
plain  white  background.  They  are  not  in 
Manchester  any  more,  but  gibbering  from 
Nowhere. 

Louise  Collis 


The  Connoisseur  wishes  to  point  out  that  the 
correct  address  for  the  firm  of  Schloss  Ricklingen 
is  Schloss  Ricklingen  Internationaler  Kunsthandel, 
3008  Garbsen  5,  West  Germany.  Their  address 
was  wrongly  given  in  the  July  issue,  for  which 
we  apologise. 
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An  interview  with  L.  S.  Lowry 

When  a  week  before  Christmas,  1975  I  knocked 
on  the  front  door  of  L.  S.  Lowry 's  small  stone 
house  near  the  centre  of  Mottram,  in  Lancashire, 
I  felt  uncertain  of  the  outcome,  having  heard  that 
he  was  recluse  and  even  misanthropic.  This 
proved  completely  wrong  when  he  came  to  the 
door,  bright-eyed,  nimble  and  spry,  and  bade  me 
enter  in  a  most  cheerful  and  friendly  fashion. 
His  mantelpiece  and  the  walls,  and  indeed  the 
entire  room  were  filled  with  personal  mementos, 
early  paintings  of  his  parents  by  himself,  clocks, 
and  an  ancient  radio. 

He  was  immediately  communicative,  expres- 
sing indignation  that  at  the  exhibition  of  his 
paintings  at  the  Crane  Kalman  gallery  in  London 
a  fortnight  earlier  a  number  of  them  had  been 
stolen.  When  I  asked  if  they  were  large  or  small 
ones  he  replied:  'I  don't  know  anything  about 
that.  The  police  were  called  in'.  Were  they 
valuable  ones?  'Well,  they  were'.  He  was  as 
mystified  as  I  when  I  pointed  out  that  as  he 
signed  all  his  works  they  would  be  recognised 
anywhere.  I  told  him  that  the  exhibition  in 
December  at  the  Crane  Kalman  gallery  had 
aroused  a  lot  of  interest,  with  visitors  so  crowded 
as  to  be  hardly  able  to  move.  'Is  that  so  -  really?' 
he  asked,  seeming  quite  surprised  at  this  interest 
in  his  works. 

I  mentioned  that  some  people  had  compared 
his  work  with  Breughel's  -  had  he  ever  done  so 
himself?  He  replied:  'Same  thing,  but  that's  all  - 
it  ended  there.  Same  sort  of  thing  -  the  subject 
matter  -  but  of  course  our  styles  were  quite 
different'.  I  remarked  that  he  was  quite  unique 
and  that  his  works  would  certainly  live,  especi- 
ally those  of  the  industrial  scene  -  the  life  of 
ordinary  people  going  to  and  from  work. 
Vigorously  he  broke  in:  'I  cannot  understand  - 
could  not  understand  when  I  was  doing  it  -  why 
no-one  else  was  doing  it.  The  local  scene  was  the 
nearest  thing  -  under  their  noses.  I  suppose  the 
reason  was  they'd  nobody  to  sell  it  to.  I  painted 
for  my  own  pleasure,  and  was  fifty-five  before  I 
sold  much  and  sixty  before  I  sold  regularly'.  I 
asked  if  his  early  lack  of  recognition  had  distressed 
him.  He  replied:  'No  -  I  didn't  really  expect  it 
because  of  the  new  subject-matter.  I  never 
painted  for  money.  I  did  it  because  I  wanted  to 
do  it'. 

I  then  drew  his  attention  to  the  fact  that  in  his 
early  works  his  people  were  normally  rounded 
and  proportioned,  and  then  over  the  years  be- 
came thinner  and  thinner,  ending  in  spindly 
figures  like  matchsticks.  He  replied:  'That 
happened.  1  can't  account  for  it  -  it  just 
happened".  I  commented  that  these  figures  had 
great  vitality  -  the  impression  of  vitality  being 
heightened  by  their  spindly  quality.  Lowry 
replied:  'They  had  to  have  vitality  to  live,  you 
know'.  I  remarked  that  I  had  heard  him  quoted 
as  saying  that  his  figures  -  though  often  numerous 
in  his  paintings  -  were  individually  preoccupied, 
lonely,  and  isolated  from  each  other.  He  vigor- 
ously denied  this:  'I  didn't  say  it.  They're  not'. 

I  then  asked  him  about  fashion  and  taste  in  art  - 
was  it  deteriorating?  He  replied  laconically: 
'Changing'.  In  what  way  was  it  changing?  'It 
changes  every  thirty  years.  Look  at  children 
thirty  years  ago  and  children  today  and  children 
of  my  generation.  They're  quite  different'.  I 
expressed  surprise,  as  it  seemed  to  me  that 
children  were  basically  the  same  in  all  periods  - 
full  of  excitement,  wonder,  curiosity,  and  inno- 
cence. He  replied  'No  -  the  more  I  see  of  it, 


they're  not.  They're  quite  different'. 

Reverting  to  the  question  of  changing  tastes  in 
art,  I  asked  him  what  he  thought  of  the  work  of 
Picasso?  He  replied:  'I  don't  look  at  those 
pictures'.  I  asked  him  what  he  thought  of  modern 
movements  in  art  such  as  Cubism  and  Surrealism. 
He  explained:  'I  saw  this  thing  early  on  but  it 
didn't  appeal.  Then  I  saw  the  beauty  of  the  scene 
in  this  area  in  which  I  lived,  without  anybody'd 
put  it  on  the  map.  Nobody  had;  nobody's  put  it 
on  the  map,  and  I  thought  I'd  try  to  do  it'. 

Had  he  had  any  success  with  early  efforts  at 
modern  art  styles?  'I  never  tried  it'.  I  asked  about 
other  great  contemporary  artists  I  had  known, 
such  as  Augustus  John  and  Sir  Frank  Brangwyn. 
The  former  he  thought  'a  great  draughtsman' 
and  the  latter,  'very  decorative'.  I  then  referred 
to  an  article  in  which  it  had  been  stated  that  he 
didn't  like  the  work  of  Rembrandt.  With  con- 
siderable heat  he  replied:  'What  article?  I  admire 
Rembrandt  tremendously  -  of  course  I  do.  The 
press  get  things  wrong  -  imagine  things'. 

A  clock  chimed  in  another  room,  and  suddenly 
he  burst  out:  'No.  I've  gone  my  own  way  -  from 
first  to  last'.  I  commented  that  this  approach  was 
surely  what  makes  the  great  artist  -  independence 
and  originality  -  adding  that  his  own  style  and 
subject-matter  were  absolutely  unique  and  could 
never  be  equalled,  countered,  or  imitated.  He 
replied:  'Well,  nobody  else  has  done  it,  and  its  all 
changed  and  gone  now'.  I  enquired  if  Manchester 
and  Salford  had  changed  SO  much  as  all  that  in  the 
last  forty  years?  He  replied:  'There  was  bound  to 
be  a  reaction  to  the  industrial  changes  -  the  clos- 
ing of  the  cotton  mills.  It's  all  changed  round 
these  parts'. 

What  did  he  think  of  Leonardo,  Michelangelo 
and  the  other  old  masters?  'I  like  all  those  people'. 
This  prompted  me  to  refer  to  the  tremendous 
dedication  of  some  of  them;  for  example, 
Michelangelo  locking  himself  up  in  the  Sistine 
( chapel  for  five  years  while  he  painted  the  ceiling : 
'Well,  he  didn't  want  to  do  it.  He  had  to  lock 
himself  up  to  keep  people  away  from  him  so  that 
he  could  stick  at  his  work'. 

I  asked  him  if  it  was  true  that  he  had  been 
offered  the  Order  of  Merit?  He  replied  'No',  but 
said  nothing  when  I  queried  about  a  knighthood. 
I  then  mentioned  that  a  newspaper  had  quoted 
him  as  saying  that  the  only  honour  he  would 
really  appreciate  would  be  the  Freedom  of  the 
City  of  Manchester.  'Oh,  Oh!  How  absurd'  he 
demurred  in  a  tone  of  humility  and  embarrass- 
ment which  suggested  that  he  would  not  have 
wished  to  seek  it  openly,  but  might  not  resist  this 
particular  honour  if  it  came  to  him.  I  said  I 
thought  such  an  offer  might  well  come  soon.  He 
commented:  'They'll  have  to  be  quick,  won't 
they?  I'm  eighty-eight'.  I  then  referred  to  the 
definite  decision  to  honour  him  with  a  big  exhi- 
bition at  the  Royal  Academy  in  1976,  and  expres- 
sed the  hope  that  he  would  get  the  Freedom  of 
the  City  of  Manchester  and  also  a  permanent 
gallery  of  his  works  in  the  area,  as  was  under 
active  consideration  -  these  being  fitting  honours 
to  one  who  had  done  so  much  to  immortalise  the 
local  social  scene  of  the  period  1 920-1 960.  He 
replied:  'I'm  past  it.  I'm  not  interested  now  at 
all'.  'Oh,  I  don't  know  about  that',  I  countered, 
to  which  he  replied:  'I  do.  No;  I  am  too  old.  I  do 
know  that.  I'm  tired  now  -  people  don't  realise 
that'. 

I  remarked  that  in  a  way  I  agreed  with  him  that 
such  honours  meant  little  really  -  the  real  satis- 
faction being,  surely,  in  having  given  so  much 


pleasure  and  happiness  to  so  many  people  -  and 
in  the  fact  of  his  w-orks  being  so  unique  and  cer- ' 
tain  to  live  because  of  this  and  the  vitality  of  the ' 
people  in  the  pictures.  He  broke  in :  'They  were  ; 
all  round  and  about  once  -  but  people  are  not  like 
that  now  you  know\  The  industrial  scene  as^  did 
it  is  quite  different  now'  -  to  which  I  said  that  it 
was  all  the  more  gratifying  that  he  had  captured 
it  all  when  he  did.  'It  is  rather  extraordinary',  he 
said;  'It's  gone  now  -  all  gone.    Some  of  the 
buildings  are  still  there,  but  no-one's  coming  out 
of  them.  The  mills  and  heavy  industry  have  given 
way  to  light  industries  in  other  areas  .  .  .  I'm  sur- 
prised  nobody  else  did  it.  Why  didn't  somebody- 
do  it  before  me?  Now  its  all  gone'.  I  suggested 
that  it  had  been  his  destiny  -  that  if  other  people 
had  been  doing  it  he  would  have  had  competi- 
tion, whereas  as  it  was,  he  had  not  only  depicted 
the  scene,  but  had  done  it  in  such  an  individual  I 
manner.  His  rejoinder  was:  'Just  painted  them  as  ' 
I  saw  them'.  I  then  referred  to  his  great  prowess 
also  with  sea  scenes:  'Yes,  I  was  very  fond  of  the  i 
sea'.  Did  he  still  go  there?  'Well . .  . '  he  began.  At  I 
this  moment  an  old  clock  on  the  mantelpiece  | 
chimed  and  he  looked  up  at  it  with  an  expression  | 
of  affection.  (He  was  known  to  have  about  fifteen 
clocks  in  his  small  house,  and  to  have  regarded  I 
them  as  personal  friends). 

Did  he  still  paint?  'No,  not  now.  I've  given  it 
up.  You  can't  paint  at  eighty-eight.  The  best 
period  for  any  man  in  my  opinion  is  from  thirty 
to  fifty  or  so.  You  look  at  the  work  of  any  man-  | 
I  may  be  wrong,  of  course  -  but  if  you  look  at  the  i 
best  works  of  any  artist  you  find  them  being  done 
between  the  ages  of  twenty-five  or  thirty  and  j 
fifty  or  so.  By  thirty  he's  got  his  training  and  | 
reached  his  maturity;  then  he  can  carry  on  for 
twenty  years  at  his  peak'. 

I  asked  him  what  he  thought  the  world  of  the 
future  would  be  like?:  'Every  age  is  different, 
one  can't  tell.  I  think  its  getting  worse'.  He  1 
added,  when  I  referred  to  the  ever-increasing  in- 
fluence on  art,  music  and  literature  of  commer- 
cial considerations:  'They  give  the  people  what 
they  want'.  But  when  I  suggested  that  a  true  artist 
would  never  do  that,  he  interjected :  'Well  - 
they've  got  to  live,  haven't  they?'  To  my  further 
comment  that  the  ideal  was  to  combine  doing  the 
work  one  wanted  to  do  with  making  a  living,  he 
replied:  'There's  not  many  that  can  do  that'. 

L.  S.  Lowry  kindly  allowed  me  to  take  some 
photographs  of  him,  and  as  he  led  me  along  the 
narrow  corridor  to  his  front  door  exclaimed  with 
gentle  wit :  'You're  in  my  power  now,  Sir,  yes'. 
But  he  allowed  me  to  take  one  more  of  him  out- 
side the  door  -  then  smiled  and  waved  goodbye.  1 

He  was  not  a  bit  old  in  his  movements  or  i 
manner,  and  his  death  from  a  stroke  two  months 
later  came  as  a  shock.  But  Lowry's  place  in  the 
history  of  art  is  secure. 

Allan  Chappelow 

John  Constable 

Drawings,  watercolours  and  mezzotints 
i7july-22  August  1976 
Fitzwilliam  Museum, 
Trumpington  Street,  Cambridge 

To  celebrate  the  bicentenary  of  Constable's  birth 
in  1776,  the  Fitzwilliam  Museum  with  the  Arts 
C  ouncil  have  organised  a  small  exhibition  of  the 
artist's  work  from  the  museum's  holdings.  It 
comprises  pencil  and  pen  sketches,  watercolours, 
and  mezzotints  by  David  Lucas  after  Constable 
for  'English  Landscape  Scenery',  supported  by 
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il  sketches  and  an  exhibited  work,  Hampstead 
1  leath  of  c  1820.  After  the  near  exhaustive  and 
shausting  bic  entennial  exhibition  of  Constable's 
/ork  at  the  Tate  Gallery  earlier  this  year  it  was  a 
;licf  to  be  confronted  by  one  room  of  approxi- 
lately  fifty  pictures,  which  nevertheless  repre- 
tnted  most  aspects  of  Constable's  drawing 
ureer,  from  the  early  Gainsborough-inspired 
cetches  (Trees,  c.  i8oo-?i8os)  to  the  masterly 
piggies  of  his  later  years  [The  Valley  Farm,  c. 
831-1836). 

Dutch  landscape  painting  of  the  seventeenth 
;ntury  was  another  of  the  inspirations  for 
lonstable's  early  work.  In  one  of  his  lectures  he 
raised  both  Ruysdael  and  Cuyp  and  pointed  out 
leir  use  of  chiaroscuro  in  landscape:  '.  .  that 
ower  which  creates  space;  we  find  it  evcry- 

lierc  and  at  all  times  in  nature;  opposition, 
Bion,  light,  shade,  reflection,  and  refraction,  all 
ontribute  to  it'.  These  qualities  can  be  found  in 
lany  of  the  drawings  on  view:  for  example  the 
ledham  Vale  pencil  sketch  of  c.  1802-1811,  the 
'tanlingham  Castle  from  the  West  of  1815  where 
rind,  water  and  light  arc  brilliantly  conveyed  by 
ie  different  strokes  of  the  pencil,  and  the  two  Lock 
icetches  (of  c.  1826  and  c.  1 831-1834)  which  both 
epict  a  precise  moment  in  time  and  therefore  a 
Tecise  state  of  weather  and  atmosphere.  One  of 
is  purposes  in  publishing  'English  Landscape 
lecnery'  was  to  explain  the  'chiar'oscuro  of 
ature'.  This  is  emphasised  by  the  display  of  five 
Sfferent  states  of  Hadleigh  Castle,  showing  the 
uccessive  changes  made  by  Constable  and  Lucas 
lefore  the  completion  of  the  final  version:  each 
>ne  shows  a  greater  awareness  of  the  effects  of 
ight  and  shade  on  the  landscape  than  the  last. 

The  informative  catalogue  has  been  written  by 
leg  Gadney.  The  exhibition  is  at  present  (until 
.6  September)  at  the  Art  Gallery  in  Plymouth  and 
vill  travel  to  Leigh,  Gateshead,  Sheffield, 
Southampton  and  Swansea  until  March  next  year. 

Briony  Llewellyn 

Young  writers  of  the  Thirties 

25  June- 7  November  1976 
National  Portrait  Gallery, 
St.  Martin's  Place,  WC2 

-laving  called  this  exhibition  'Young  Writers  of 
he  Thirties',  the  National  Portrait  Gallery  has 
:hosen  to  consider  effectively  only  five  writers 
ironi  that  period  -  Auden,  Isherwood,  Spender, 
vlacNeice  and  Day  Lewis.  On  a  thoughtfully 
jrovided  suggestions  list,  many  visitors  have 
jointed  out  the  incongruity  of  such  a  sweeping 
itle  and  protested  at  the  narrow  limits  to  which 
:he  exhibition  has  been  confined,  giving  instances 
af  obvious  omissions  such  as  EvelynWaugh,  Roy 
Campbell  and  Cyril  Connolly.  Such  objections 
ire  reasonable  but  an  exhibition  which  had 
ittempted  to  cover  a  much  wider  literary  spec- 
trum might  well  have  given  rise  to  different  com- 
plaints -  lack  of  a  cohesive  linking  theme,  for 
;xample.  For,  as  far  as  an  exhibition  organiser  is 
concerned,  the  five  form  a  very  compact  and  con- 
venient group ;  they  all  came  from  a  similar  back- 
ground, at  times  held  similar  if  not  identical 
political  views,  knew  one  another,  and,  very  con- 
sciously, wished  to  express  their  ideas  in  language 
which,  if  not  'non-literary',  was  said  to  be  in- 
spired by  unliterary  things,  an  apparent  paradox 
in  that  four  of  them  were,  pre-eminently,  poets. 

The  exhibition  is  divided  into  five  sections, 
containing  many  photographs  of  the  five  writers. 
In  these,  particularly  in  the  posed  studio  shots  by 


Howard  Coster,  the  young  writers  gaze  at  us  or 
one  another  with  varying  degrees  of  intensity, 
often  languorously  propped  against  something. 
They  seem  to  express  their  awareness  of  their  own 
importance,  combining  gravity  with  a  tinge  of 
aloofness.  This  pose  would  be  irritating  were  it 
not  likely  that  it  was  carefully  cultivated,  like 
Louis  MacNcice's  earlier  phase  of  undergraduate 
aestheticism  as  described  by  his  sister  and  so 
appropriately  illustrated  in  the  exhibition.  This 
self-consciousness  becomes  plain  when  the  photo- 
graphs of  the  five  are  compared  to  the  more 
straightforward  studies  of  Virginia  Woolf  and 
T.  S.  Eliot.  The  literary  material  has  a  more  direct 
appeal,  particularly  the  first  drafts  of  familiar 
poems  and  plays,  and  the  letters  which  show  the 
five  in  an  unaffected  light.  Since  the  five  writers 
claimed  to  be,  and  were,  influenced  in  their 
writing  by  contemporary  political  and  social 
events,  one  section  is  devoted  to  this  background. 
Although,  given  the  scope  of  the  exhibition,  it 
would  be  difficult  to  suggest  more  adventurous 
presentation,  the  photographs  of  bombed  cities 
and  Fascist  parades  have  lost  their  impact  over  the 
years;  they  are  now  too  much  part  of  history  to 
evoke  the  anger  the  real  events  once  did  and,  with 
one  or  two  exceptions,  not  related  specifically 
enough  to  the  poems  and  novels  themselves.  On 
the  other  hand,  the  photographs  of  Group 
Theatre  productions,  in  the  final  section,  do 
manage  to  bring  to  life  plays  which  arc  less  than 
lively  in  the  reading. 

These  five  writers  have  always  remained  in  the 
public  eye,  have  even  enjoyed  wide  popular 
success;  their  work  has  not  suffered  from  lack  of 
literary  comment.  In  this  context,  the  present  ex- 
hibition does  not  offer  new  insights  and  probably 
does  not  aim  to;  it  does,  however,  give  an  enjoy- 
able panorama  of  the  earlier  life  and  times  of 
some  now  much  respected  literary  personalities. 

Philip  Constantinidi 


Munich  Fair 

22  October  -  1  November  1976 

This  year's  Fair  promises  to  be  the  largest  and 
most  important  of  its  kind  -  a  major  event  in  the 
arts  world.  Next  month's  issue  of  The  Connoisseur 
will  feature  a  selection  of  some  of  the  many  fine 
paintings  and  art  objects  exhibited  at  the  Fair. 


James  Abbott  McNeill  Whistler. 
Old  Putney  Bridge,  etching  and  drypoint. 
Agnew's,  London. 

Whistler 

The  Graphic  Works:  Amsterdam, 
Liverpool,  London,  Venice 

6-30  July  1976 
Thomas  Agnew  and  Sons, 
43  Old  Bond  Street,  wi 
20  August-26  September  1976, 
Walker  Art  Gallery,  Liverpool 
7  October-11  November  1976, 
Art  Gallery  and  Museum,  Glasgow 

This  exhibition  in  celebration  of  the  bicentenary 
of  American  Independence  focuses  upon 
Whistler's  work  as  a  draughtsman  and  print- 
maker  from  the  viewpoint  of  four  European 
cities,  where  he  lived  and  visited.  The  hanging  of 
the  pictures  presents  an  interesting  juxtaposition 
of  technique  as  it  shows  how  Whistler  used  litho- 
graph, lithotint,  etching,  watercolour  and  char- 
coal when  treating  a  single  theme.  Thus  the 
slanting  light  and  strong  reflection  depicted  in 
Whistler's  etching  of  Old  Putney  Bridge  (1878) 
disappear  in  his  watercolour  of  the  same  subject 
in  which  he  concentrates  upon  the  light  effects  on 
water  and  sky. 

The  whole  of  his  career  as  an  artist  is  covered 
and  it  illustrates  that  he  was  both  an  aesthete  and 
an  impressionist,  hi  his  Venetian  etching  The 
Garden  his  use  of  diminishing  squares  in  the 
design  was  inspired  by  the  aesthetic  planes  of 
Japanese  prints.  In  Pierrot,  however.  Whistler  pre- 
sents an  almost  random  view  of  a  Dutch  canal, 
concentrating  not  upon  composition  but  upon 
texture  with  the  use  of  his  free,  feathering  tech- 
nique. Whistler  was  working  before  the  two 
attitudes  diverged;  he  was  the  only  artist  to  em- 
brace both:  setting  him  apart  from  the  Orient- 
inspired  French  realists  on  the  one  hand  and  the 
Impressionists  on  the  other. 

James  Knox 
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Salerooms 

Briony  Llewellyn 


i.  Cylindrical  tankard  painted  in  the  Kakiemon 
palette  with  three  figures  on  a  terrace  with  a 
tiger,  a  flying  dragon,  a  stork  and  insects,  the 
borders  with  chrysanthemums  and  peonies; 
the  Augsburg  silver-gilt  cover  set  with  a 
portrait  medallion  of  Friedrich  August, 
Elector  of  Saxony,  dated  1694. 
Height:  14.5  cm. 
Christie's,  June  1976.  £6,000. 


This  was  one  of  the  finest  pieces  in  a  sale  of 
Meissen  porcelain  from  the  collection  of  La 
Baronne  Alix  de  Rothschild.  Most  of  the  pieces 
from  the  early  period  of  the  Meissen  factory  had 
chinoiserie  decoration,  and  many  were  extremely 
fine  and  rare  examples  painted  by  or  in  the  man- 
ner of  J.  G.  Herold:  forcxamplc,  a  pairof  bottles 
with  large  chinoiserie  figures  in  landscapes,  which 
fetched  -£4,800,  and  an  Augustus  Rex  teapot  and 
cover  with  chinoiserie  vignettes  within  quatrefoil 
cartouches,  which  fetched  £3,500;  a  rare  chinoi- 
serie wochenterrine,  cover  and  stand,  was  bought  in. 
Two  lots  of  six  plates  each,  with  Sulkowsky  ozier 
borders,  the  centres  painted  with  a  kingfisher  on  a 
branch  amongst  flowers,  together  fetched 
£8,600.  The  highest  price  in  the  sale,  however, 
was  £19,000  paid  for  a  'Grimes  Wattcau'  service, 
modelled  by  Eberlein  between  174 1  and  1744  and 
painted  in  Knpfer  grim  and  flesh  tints  with  scenes 
after  Watteau  and  Lancret.  Also  in  the  sale  were 
some  swans  modelled  by  J.  J.  Kandler,  two  of 
which  fetched  £3,600  and  £3,800. 


2.  DUCCIO  DI  BUONINSEGNA. 

The  Crucifixion, 

on  gold  ground,  on  panel, 

59.7  X  38  cm. 

Christie's,  July  1976.  £1,000,000. 


3.  Sir  Anthony  Van  Dyck. 

The  Virgin  and  Child, 

on  panel,  c.  1627-1632, 

154.5  X  I08  cm. 

Christie's,  July  1976.  £200,000. 


The  painting  has  been  on  loan  10  the  Fitzwilliam 
Museum,  Cambridge  for  six  een  years  and  they 
have  launched  a  public  appeal  to  buy  it  from 
Agnew's.  Licence  for  export  is  being  witheld 
until  26  October  to  give  the  museum  time  to 
raise  the  £231,000  needed  to  mat  h  an  American 
museum's  offer.  Any  contributions,  however 
modest,  are  welcome,  to  help  save  this  beautiful 
and  unusual  picture  for  the  nation. 


The  star  of  Christie's  Old  Master  picture  sale 
on  2  July  was,  of  course,  Duccio's  Crucifixion, 
owned  by  Mary,  Countess  of  Crawford  and  I 
Balcarres,  and  one  of  a  group  of  pictures  from  the  1 
Ellesmere  1939  Settlement  sold  in  this  sale  and  in  | 
two  others  this  summer  at  Christie's.  The  picture 
has  good  provenance  and  it  is  now  usually  agreed 
that  it  is  by  Duccio,  although  some  ot  the  exten- 
sive literature  about  it  gives  it  to  Duccio's  pupil, 
Scgna  di  Buonaventura. 

The  sale  included  other  important  pictures 
many  from  the  Ellesmere  Settlement.  There  were 
two  pictures  by  Van  Dyck :  The  I  irgin  and  Child 
(No.  3)  probably  painted  early  in  the  artist's 
second  Antwerp  period  and  a  rather  indifferent 
portrait  of  Spinola  which  was  bought  in  (not 
from  the  Ellesmere  Settlement).  A  large  and 
elaborate  Interior  of  an  Imaginary  Picture  Gallery  by  t 
Pannini  fetched  £170,000;  a  Holy  Family  by  I 
Paris  Bordon,  £65,000;  Willem  van  de  Velde  the 
Younger's  Dutch  Shipping  Offshore  in  a  Rising 
Gale,  £65,000,  and  his  The  Surrender  of  the  'Royal 
Prince',  3  June  1666,  £60,000.  A  splendid  view  of 
the  Tiber  in  Rome  by  Bernardo  Bellotto  (not  in 
the  Ellesmere  Settlement)  was  sold  to  Agnew's 
for  £150,000  and  a  sensitive  portrait  of  the 
French  eighteenth-century  author,  Jacques 
Cazotte,  by  Jean-Baptiste  Perroneau,  was  sold  to  1 
the  National  Gallery,  London  for  £8o,ooo. 


4.  Louis  xvi  secretaire  ornamented  with  4 
Sevres  porcelain  plaques  and  ormolu  mounts, 
stamped  twice  a.  weisweiler,  bought  in  Paris 
in  1784  by  the  Grand  Duchess  Maria  Feodorovna, 
wife  of  the  future  Tsar  Paul  I,  for  her  boudoir 
at  the  palace  of  Pavlovsk  near  St.  Petersbcrg. 
Sotheby  Parke  Bcrnet  Monaco,  June  1976. 
Fr.  1,500,000. 

Christie's  also  held  a  sale  of  important  French 
furniture  on  1  July:  a  pair  of  transitional  com- 
modes attributed  to  J.  Dautriche  made  £26,000; 
there  were  three  good  pieces  of  Louis  xvi  porce-  I 
lain-mounted  furniture  -  a  mahogany  jewel  | 
cabinet     (£24,000),     a     tulipwood  secretaire 
(£18,000)   and   a   thuya  wood   table  ambulante 
(£22,000) ;  a  Louis  xv  painted  and  gilded  six-leaf 
screen  made  £15,000;  a  royal  commode  made  ; 
for  the  bedchamber  of  Louis  xv  at  the  Chateau  of 
Fontainebleau,  was  unsold. 
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.  Microscope  made  by  Alexis  Magny  c.  1750, 
rdered  by  Louis  xv  for  Madame  de  Pompadour, 
rith  red  leather  and  gilt  case  lined  with  velvet, 
leight  of  microscope:  49  cm. 
otheby  Parke  Bernet  Monaco,  June  1976. 
x.  350,000. 


7.  Vincent  van  Gogh. 

L'Heure  de  Midi  oujardin  pres  d'une  Maison, 

[888,  signed  I  'incent. 

Sotheby's,  June  1976.  £480,000. 


Left. 

5.  One  of  forty  platinum  prints 
by  Peter  Henry  Emerson 
from  'Life  and  Landscape  on  the 
Norfolk  Broads'  published  in  1886. 
Christie's,  South  Kensington,  June  1976. 
£12,000. 


8.  One  of  a  set  of  four  George  111 

two-light  candelabra,  by  John  Wakehn 

and  William  Taylor,  1793. 

Height:  425  mm. 

Christie's,  June  1976. 

£16,000. 


9.  Salvador  Dali. 
Cygnes  refletant  des  Elephants, 
signed  and  dated  1937. 
51  X  77  cm. 

Sotheby's,  June  1976.  £79,000. 

Sales  in  Paris 

The  most  important  sale  last  season  took  place  on 
9  and  10  June  at  the  Palais  Galliera  of  the  collec- 
tions (the  majority  from  Portugal)  of  Baron 
Philippe  de  Rothschild  and  of  Antenor  Patino  the 
tin  king.  Of  pieces  from  the  eighteenth  century, 
125,000  francs  were  paid  for  a  silver  ewer  and 
bowl  (Nantes  1777),  345,000  francs  for  a  Louis  xv 
bureau  de  petite  signed  Joubert,  a  million  trancs  for 
another  Louis  xv  bureau  by  Joseph  decorated 
with  twenty-four  Sevres  plaques  in  soft  paste 
porcelain.  A  triumph  for  the  Compagnie  des 
Indes:  290,000  francs  for  a  cheetah  forty-five 
centimetres  long  in  biscuit,  decorated  in  natural 
colouring,  160,000  francs  for  a  service  in  blue  and 
gold  of  about  one  hundred  pieces  with  a  centre 
decoration  of  a  sailing  ship.  La  Brillante,  which  in 
the  eighteenth  century  sailed  on  the  regular  route 
from  Macao  to  Lisbon,  and  1,500,000  francs 
(paid  by  a  Swiss  collector)  for  a  three  hundred- 
piece  dinner  service  bearing  the  coat  of  arms  of  a 
Spanish  family. 

Gerald  Schurr 


10.  Leon  Bakst. 

Costume  for  Roxane, 

black  crayon,  gouache  and  silver  paint, 

signed  and  inscribed  Ro.xanc  Mine.  Gilda  Dane 

and  dated  191 1,  37.5  X  26.5  cm. 

Sotheby  Parke  Bernet  Monaco,  June  1976. 

Fr.  74,000. 


1 1.  Hours  of  the  Virgin  (Use  of  Rome), 
illuminated  111  Ghent  or  Bruges,  c.  1510. 
Sotheby's,  July  1976.  £370,000. 

This  is  one  of  the  fmest  of  all  Flemish  manu- 
scripts and  its  price  was  by  far  the  highest  realised 
at  an  auction  for  a  manuscript.  It  was  produced  in 
the  workshop  of  Gerard  Horenbout  and  Simon 
Bening,  a  leading  Flemish  workshop  in  the 
greatest  period  of  Flemish  painting ;  it  has  eighty- 
four  superb  miniatures,  all  in  fine  cividition. 
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\  1 1  [erne  Biennale  Internationale  des  Antiquairei 


Grand  Palais,  Paris 

23  September  to  10  October  1976 


In  this  and  the  following  pages  we  present  a  selection  of  the 

many  fine  and  interesting  objects  and  paintings  which  will  he  displayed 

at  this,  one  of  Europe's  most  important  antique  fairs. 


P.  \ND  D.  COLNAGHI  A  ND  COMPANY 

14  Old  Bond  Street,  London  swi 

PlETRO  LONGHI. 

The  Display  of  the  Elephant. 
Right. 

Lefebvre  et  fils 
24,  rue  du  Bac, 
75007  Paris 
One  of  a  pair  of 
eighteenth-century 
Sevres  sorbets. 


! 


Didiek  Aaron  antiquaire 

32,  avenue  Raymond-Poincarc,  751 16  Paris 

A  fine  and  rare  ebony  commode  of  the  Louis  xvi  period. 


Left. 

Gerard  Levy  antiquaire 
17,  rue  dc  Beaunc, 
75007  Paris 

A  rare  Tibetan  monastery  rug, 
<-.  1840,  81X81  cm. 


Above.  Galerie  Alex  Finck 
20,  rue  Ernest-Gossart,  1 1 80  Brussels 
Sebastian  Vrancx  (i  573-1647). 
Return  from  the  hunt. 

Left.  Galerie  Cailleux 
136,  rue  du  Fg.  Saint-Honore, 
75008  Paris 

Louis-Leopold  Boilly. 
Portrait  of  a  young  man, 
reverse  signed  and  inscribed 

Robert  Noortman  gallery 
S  Bury  Street,  London  swi 

JOHAN  BARTHOLD  JONGKIND. 

Skating  on  the  river  Merwede 
near  Dordrecht,  1870. 


SO 


JlCOLIER,  ANTIQUAIRE 

,  quai  Voltaire,  75007  Paris 

i.  fine  ninth-century  Persian  bowl. 

Mameter;  29.5  cm. 


Galerie  Robert  Schmit 
396,  rue  Saint-Honore, 
75001  Paris 
Eugene  Boudin. 
Fecamp  -  le  Bassin,  c.  1892, 
signed,  40  x  55  cm. 


Etienne  Levy 

178,  rue  du  Fg.  Saint-Honore,  75008  Paris 
A.  very  fine  decorated  bureau 
Dy  Boulle,  Louis  xrv  period. 


Thomas  Agnewandson  limited 
43  Old  Bond  Street,  London  wi 
Jean  Honore  Fragonard. 
Birano  leaves  the  Island, 
chalk,  and  wash,  pen  and  ink, 
15^  x  io|  inches. 


Varenne  s.a. 

42,  rue  de  Varenne,  75007  Paris 
Marriage  chest,  Louis  xrv  period. 
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Jean-Pierre  Hacnauer 
antiquaire 

io,  rue  de  Seine,  75006  Paris 
A  fine  eighteenth-century 
gueridon  by  Jean-Francois  Lelcu,  in 
mahogany,  bronze  and  white 
marble. 


Tresors  du  Passe 
3,  rue  des  Saussaics,  75008  Paris 
Chinese  porcelain  tobacco  jar, 
Ch'ien-Lung  period  (1736-1796). 


Left. 

Richard  Green 

44  Dover  Street,  London  wi 

Salomon  van  Ruysdael. 

A  Winter  Landscape,  on  panel, 

signed  and  dated  1661, 

51  x  68  cm. 


Right, 

Cyril  Humphris 
23  Old  Bond  Street,  London  wi 
Jean-Antoine  Houdon. 
Tinted  plaster  bust  of  Voltaire, 
signed  and  dated  1778. 


Galerie  Robert  Finck 
62,  bd.,  de  Waterloo, 
1000  Brussels 

Cornelis  Massys  (1500-1580). 
The  Flight  into  Egypt, 
26  x  38  cm. 
Left. 

Avenue  antiquaire 
20,  rue  du  Cirque,  75008  Paris 
One  of  a  pair  of  ebony  cabinets  by 
Weisweiler,  Louis  xvi  period. 
Bronze  medallion  by  Claude 
Michel  and  signed  'clodion'. 
Height:  90  cm.,  Length:  70  cm., 
Width :  35  cm. 


Brian  Koetser 

38  Duke  Street,  London  swi 

Francesco  Guardi. 

A  view  of  the  Isola  dcila  Madonetta. 
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The  world's  most 
exclusive  place  to  dine  is 
way  above  the  others. 


Pan  Arm's  big  747s  have  a  First 
Class  dining  room  upstairs-the  only 
one  in  the  air. 

It's  like  a  real  restaurant,  with 
tables,  table  service  and  the  sort  of 
food  you 'd  expect  i  n  a  top  restau  - 
rant.  Try  freshly  cooked  Roast  Beef, 
carved  atyour  table.  There's  afull 
menu,  accompanied  by  a  choice  of 
fine  wines. 

Like  all  the  best  restaurants, 
you  have  to  book  early.  So  ask  your 
Travel  Agent  to  reserve  your  table 
when  he  books  your  flignt  across  the 
Atlantic. 

It's  alf  part  of  Pan  Am 's  World. 


Theworld's  most  experienced  airline. 


SHOWCASE 


As  if  you  could 
forget! 


43rd  CHELSEA 
ANTIQUES  FAIR 

14th  Sept  -  25th  Sept.  Excluding  Sundays. 

CHELSEA 

OLD  TOWN  HALL 
LONDON 

Full  details  from : 

JOSEPHINE  GRAHAME-BALL1N 

ANTIQUES 

21  GEORGE  STREET 

ST.  ALBANS,  HERTS. 

Telephone  St.  Albans  56069 

Admission  Sop 


Russian  Icons 

16th-19th  Centurv 


I 


Moscow  school  -  16th  Century. 

Mark  Gallery 

9  Porchester  PI  Marble  Arch  W2 
01-262  4906 
Mon-Fri  10-1,2-6,  Sat  10-1 


SETTING  FOR  ANTIQUES 
Ancient  Mill  with  over  5,000  feet  of 
Commercial/Display  space  plus  6 
bed.  house  and  outbuildings  in 
village  centre.  One  acre, 
£65,000  freehold. 

N.  D.  Greenaway, 
The  Mill,  Maiden  Newton, 
Nr.  Dorchester,  Dorset. 
Tel :  Maiden  Newton  343.  (STD  030  02) 


An  unusual  George  I  bullet  shaped 
teapot. 

London  1721  by  Abraham  Buteux. 
Gross  Weight  of  ozs.  Height  ins. 

H.  R.  JESSOP  Ltd. 

3  MOTCOMBE  ST.,  J3ELGRAVE  SQ. 
LONDON  S.W.i  01-235  2978 


FIREARMS  £3.50 

From  all  good  booksellers  or  from 

THE  CONNOISSEUR  BOOK  DIVISION, 

CHESTERGATE  HOUSE, 

VAUXHALL  BRIDGE  ROAD,  SW1V  1HF 


SPECIALISING  IN 
RESTORATION— REPAIR 

ENGLISH  AND 
CONTINENTAL 
PORCELAIN 

de  GRANDCOURT, 

The  Little  House,  Paved  Court, 
The  Green,  Richmond,  Surrey. 
TW9  1LZ  (01-940  7815) 


CHINESE  j     jj^BHS   [  SALLE/ 

ORIGINAL  CHINESE  PAINTINGS 

by  known  artists  of  the  last  100  years 

Antique  and  Modern  Chinese  arts,  hand-made 
folk-craft  toys 

40  Great  Russell  Street,  London,  W.C.1. 

(01-580  7538) 


GEORGIAN,  VICTORIAN 

and  EDWARDIAN  FURNITURE 


Showrooms  and  Container  Depot. 
NEW  RD.  INDUSTRIAL  ESTATE 
NEWHAVEN.  SUSSEX 
TEL.  NEWHAVEN  (07912)  5561 

BRITISH  ANTIQUE 
EXPORTERS  LIMITED 


EDWARD  SPEELMAN  LTD 

Old  Masters 

EMPIRE  HOUSE,  175  PICCADILLY 
LONDON  W1V  ONP 
01-493  0657 


"St. 

%amea  o  J^asa,          Borneo-  a.  S£>nc£n 

If  you  don't  wear  it  -  spend  it 

We  pay  good  prices  for  unwanted  jewellery,  gold  and  silver. 

CARRINGTON 

130  Regent  Street,  London,  W1R  6HU.  Tel:  01-734  3727 


MAIL  ORDER  PROTECTION  SCHEME  (LIMITED  LIABILITY).  If  you  order  goods  from  mail  order  advertisers  in  this  magazine  and  pay  by  post  in  advance  of  delivery, 
this  publication  (The  Connoisseur)  wi  consider  you  for  compensation  if  the  advertiser  should  become  insolvent  or  bankrupt,  provided: 

1.  You  have  not  received  the  goods  or  Md  your  money  returned;  and 

2.  You  write  to  the  publisher  of  this  pu.  cation  (The  Connoisseur)  explaining  the  position  not  earlier  than  28  days  from  the  day  you  sent  your  order  and  not  later  than 
2  months  from  that  day. 

Please  do  not  wait  until  the  last  moment  to  inform  us.  When  you  write,  we  will  tell  you  how  to  make  your  claim  and  what  evidence  of  payment  is  required. 
We  guarantee  to  meet  claims  from  readers  made  in  accordance  with  the  above  procedure  as  soon  as  possible  after  the  advertiser  has  been  declared  bankrupt  or  insolvent 
up  to  a  limit  of  £1,960  per  annum  for  any  one  advertiser  so  affected  and  up  to_£5,880  p.a.  in  respect  of  all  insolvent  advertisers.  Claims  may  be  paid  for  higher  amounts, 
or  when  the  above  procedure  has  not  been  complied  with,  at  the  discretion  of  this  publication  ( The  Connoisseur) ;  but  we  do  not  guarantee  to  do  so  in  view  of  the  need 
to  set  some  limit  to  this  commitment  and  to  learn  quickly  of  readers'  difficulties. 

This  guarantee  covers  only  advance  payments  sent  in  direct  response  to  an  advertisement  in  this  magazine  (not.  for  example,  payments  made  in  response  to  catalogues 
etc.  received  as  a  result  of  answering  such  advertisements).  Personal  advertisements  are  excluded. 
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■J  or  man  Adams  Ltd. 

-io  Hans  Road,  Knightsbridgc,  London  SW3 
el:  01-589  5266 

Hne  18th  Century  English  furniture  and 
Vorks  of  Art 

rhos.  Agnew  &  Sons  Ltd. 

3  Old  Bond  Street,  London  wi 
!  Tel:  01-629  6176 

\untings,  Watercolours,  Drawings  and 
Ingravings  of  all  Schools 

vlaria  Andipa's  Icon  Gallery 

62  Walton  Street,  London  SW3 
I  Tel:  01-589  2371 

iyzantine,  Greek,  Russian,  Ethiopian  &  Syrian 
cons  14th  to  igth  Century 

\lgernon  Asprey  Ltd. 

O  Bruton  Street,  London  wix  8ha 
Tel:  01-629  2608,  Telex:  21 142 

9ine  antique  furniture,  clocks  and  silver; 
pecially  designed  modern  jewellery  and 

I  tresentation  items;  interior  furnishing 

Bentley  &  Co. 

)5  New  Bond  Street,  London  wiy  9DF 
Tel:  01-629  0651/0325 

Antique  Jewels,  Antique  watches,  Jewelled  objects 
}f  Art,  Russian  enamels 

Raymond  Benardout  Gallery 

5  William  Street,  Kmghtsbridge, 

London  swix  9m.,  Tel:  01-235  3360  (24  hours). 

Antique  and  decorative  Rugs  and  Tapestries. 
Open  Monday  to  Friday  10  a.m.  -  6  p.m. 
Saturdays  till  1  p.m. 

Bluett  &  Sons  Ltd. 

48  Davies  Street,  London  wi 
Tel:  01-629  4018/3397 

Oriental  Ceramics  and  Works  of  Art 
Brod  Gallery 

24  St.  James's  Street'  London  swi 
Tel:  01-839  3871 

Fine  Paintings  and  Drawings 

W.  G.  T.  Burne 

II  Elystan  Street,  London  SW3 
Tel:  01-589  6074 

English  and  Irish  glass  chandeliers,  candelabra,  etc. 
Carrington 

130  Regent  Street,  London  wi 
Tel:  01-734  3727 

Antique  and  Modern  Silver,  Military  Silver  and 
badge  brooches 

Clarges  Fine  Art 

5th  floor,  1  Hanover  Street,  London  wi 
Tel:  01-437  0986 

Watercolours,  Drawings,  Oil  Paintings, 
British  School  19th  and  20th  centuries 
BY  APPOINTMENT 


Colnaghi 

14  Old  Bond  Street,  London  wi 
Tel:  01-491  7408 

Fine  old  master  paintings,  drawings  and  prints 
Crane  Arts 

321  Kings  Road,  London  SW3,  Tel:  01-352  5857 

English  and  American  Primitive  paintings, 
Modern  naives 

Crane  Kalman  Gallery 

178  Brompton  Road,  London  sw3 
Tel:  01-584  7566 

20th  century  master  painters  of  merit  (but 
neglected)  younger  British  artists 

Delomosne  &  Son  Ltd. 

4  Campden  Hill  Road,  Kensington, 
London  w8 
Tel:  01-937  1804 

Extensive  stock  of  English  and  Irish  Glass  of  all 
kinds  also  European  Ceramics 

Albrecht  C.  Durfeldt, 

Oddernskamp  15,  2000  Hamburg  54, 
Germany 

Herbert  Ernst  &  Co. 

1  Berlin  31,  Ballenstedter  Str.  16, 
Germany 

Fine  Art  Society 

148  New  Bond  Street,  London  wi 
Tel:  01-629  5 1 16 

British  Art  of  the  1 8th  to  20th  centuries, 
Paintings,  Watercolours,  Drawings  and 
Sculpture 

Fischer  Fine  Arts  Ltd. 

30  King  Street,  St.  James's,  London  swi 
Tel:  01-839  3942 

20th  century  masters  and  contemporary  paintings 
and  drawings 

S.  Franses 

71  Knightsbridge,  London  swi 
Tel:  01-235  1888 

Oriental  and  European  carpets,  tapestries  and 
works  of  art 

Frost  &  Reed  Ltd. 

41  New  Bond  Street,  London  wi 
Tel:  01-629  2457 

i8th-igth  century  English  and  Dutch  Paintings, 
Contemporary  English  and  Modern  French 
Paintings 

Fry  Gallery 

58  Jermyn  Street,  St.  James's,  London  swi 
Tel:  01-493  4496.  Cables:  Fryart,  London 

English  Watercolours  and  Drawings  of  the 
18th  and  19th  centuries 

Dr.  Hans  Geiger 

7800  Freiburg  im  Breisgau 

Schwarzwaldstrasse  169, 

Germany 

Tel:  (76i)-39<>7° 

All  Works  of  Art  


Galerie  Alexander 

8022  Zurich,  Schipfe  1,  Switzerland 

Christopher  Gibbs  Ltd. 

118  New  Bond  Street,  London  wiy  9AB 
Tel:  01-629  2008 /9 

Works  of  Art  and  Fine  Paintings 

Richard  Green  (Fine  Paintings) 

44  Dover  Street,  London  wi,  Tel:  01-493  7997 

18th  and  igth  Century  English  Paintings. 
17th  and  18th  Century  Dutch,  Flemish  and 
Italian. 

17th  to  igth  Century  European  Paintings 

Halcyon  Days  Ltd. 

14  Brook  Street,  Hanover  Square, 
London,  wiy  iaa 

18th  and  early  igth  Century  English  enamels. 
Sole  U.K.  stockists  of  modern 
Bilston  Enamel  Boxes,  having 
revived  the  craft  in  lgjo. 

Hazlitt  Gallery  Ltd. 

4  Ryder  Street,  St.  James's,  London  swi 
Tel:  01-930  6821 

Italian  17th  and  18th  Century  Paintings, 
French  Paintings  of  the  Barbizon  School 

Heim  Gallery 

59  Jermyn  Street,  St.  James's,  London  swi 

Tel:  01-493  0688 

Old  Master  Paintings  and  Sculptures 

Hennell,  Frazer  &  Haws  Ltd. 

1  Davies  Street,  Berkeley  Square, 
London  wiy  2ny,  Tel:  01-499  301 1 

Antique  and  modem  jewellery  and  silver,  domestic 
silver  by  the  Hennells  from  1737 

Edwin  H.  Herzog 

49  Brook  Street,  London  wi 
Tel:  01-629  5460 

Fine  18th  Century  English  furniture 
and  Works  of  Art 

Hollingshead  &  Co. 

783  Fulham  Road,  sw6 
Tel:  01-385  8519 

Marble  and  Wood  Fireplaces  and  Grates,  Largest 
selection  in  London.  Marble  Slips  and  Hearths. 
Renovation  works  undertaken 

Holmes 

29  Old  Bond  Street,  London  wi 
Tel:  01-493  1394 

Jewellery,  Antique,  Victorian  and  fine  modem 
silver 

George  (Horan  Oriental  Antiques)  Ltd. 

28  St.  Christopher's  Place,  Wigmore  Street, 
London  wi,  Tel:  01-935  7359  (01-622  5968 
after  7  p.m.) 

By  Appointment  Suppliers  to  the  Corps 
Diplomatique. 

Oriental  ceramics,  bronzes,  jade,  paintings, 
carvings,  etc. 


Margot  Inauen 

iooo  Berlin  37,  Riemeisterstrasse  34, 

Germany 

Alan  Jacobs 

15  Motcomb  Street,  Belgrave  Square, 
London  swi,  Tel:  01-235  5944 
Specialising  in  ljth  Century  Dutch  and  Flemish 
Old  Master  Paintings  and  Drawings 

William  Job 

84-86  Pimlico  Road,  London  swi 
Tel:  01-730  7374 

Works  of  Art,  English  Oak,  cottage 
furniture,  treen 

Oscar  &  Peter  Johnson 

Lowndes  Lodge  Gallery,  27  Lowndes  Street, 
London  swi,  Tel:  01-235  6464 

Specialists  in  English  Paintings  of  the  18th  and  igth 
centuries 

H.  W.  Keil 

27  Mount  Street,  Mayfair,  London  wi 
Tel:  01-629  6448 

Specialists  in  Fine  Oak  and  Walnut  Furniture 

E.  &  C.  T.  Koopman  &  Son  Ltd. 

53-65  Chancery  Lane,  London  WC2 

Tel:  01-242  7624 

and  at  John  Dalton  House 

4  John  Dalton  Street,  Manchester  M2  6jp 
Tel:  061-834  2420  and  061-832  9036 

Buyers  and  exporters  of  antique  silver,  silver  plate 
and  jewellery 

Kunst-u.  Auktionshaus, 
D.  M.  Klinger, 

85  Niirnberg,  Miihlgasse  1,  Germany 
R.  A.  Lee 

1-9  Bruton  Place,  London  wi 
Tel:  01-629  5600  and  499  6266 

Specialists  in  antique  clocks 

Important  stock  of  early  works  of  art,  paintings, 

furniture,  silver  and  other  items 

Lefevre  Gallery 

30  Bruton  Street,  London  wi, 
Tel:  01-629  2250 

Specialists  in  Fine  igth  and  20th 
Century  Paintings,  Drawings  and  Bronzes 

Little  Gallery 

5  Kensington  Church  Walk,  London  w8 
Tel:  01-937  8332 

Tuesday  to  Saturday  1 1  a.m.  to  6  p.m. 
or  by  appointment. 

18th  to  20th  Century  Watcrcolours  and  Drawings 

J.  S.  Maas  &  Co.  Ltd. 

15a  Clifford  Street,  New  Bond  Street, 
London  wi,  Tel:  01-734  23°2 

English  Paintings,  drawings  and 
watercolours  1782-1Q20 


D.  M.  &  P.  Manheim 
(Peter  Manheim) 

69  Upper  Berkeley  Street, 
Portman  Square,  London  wi 
Tel:  01-723  6595 
Member  of  B.A.D.A. 

Specialist  in  Fine  English  antique  Porcelain, 
Pottery,  Delftware  and  Enamels 

Marlborough  Fine  Art 

6  Albemarle  Street,  London  wix  3HF 
Tel:  01-629  5 161,  Cables:  Bondartos 

Fine  Impressionists  and  20th  Century  Paintings, 
drawings  and  sculpture 

Marlborough  Graphics  Ltd. 

17-18  Old  Bond  Street,  London  wi 
Tel:  01-629  5161,  Cables:  Bondartos 

Contemporary  Graphics  and  Mulitiples 

Roy  Miles  Fine  Paintings  Ltd. 

6  Duke  Street,  St.  James's,  London  swi 
Tel:  01-930  8665 

English  and  European  Paintings 

John  Mitchell  &  Sons 

8  New  Bond  Street,  London  wi 
Tel:  01-493  7567 

Old  Master  Paintings 

Gerald  M.  Norman  Gallery 

8  Duke  Street,  St.  James's,  London  swi 
Tel:  01-839  7595 

18th,  19th  and  20th  Century  English  and  French 
watercolours  and  drawings 

James  R.  Ogden  &  Sons  Ltd. 

42  Duke  Street,  St.  James's,  London  swiy  6dj 
Tel:  01-930  3353 

Specialists  in  Ancient  Jewellery,  Jewellers  and 
Silversmiths  for  four  generations.  Also  at  Harrogate 

Omell  Galleries 

22  Bury  Street,  St.  James's,  swi 
Tel:  01-839  4274 

Fine  lgth  Century  paintings  at  realistic  prices 
40  Albemarle  Street,  Piccadilly,  London  wi 
Tel:  01-499  3685 

20th  Century  British  and  European  Paintings 
and  Marine  Paintings  at  realistic  prices 

Parker  Gallery  (Estb.  1750) 

2  Albemarle  Street,  London  wix  3HF 
Tel:  01-499  5906 

Marine,  Military,  Topographical  and  Sporting 
Paintings,  Prints  and  Watcrcolours,  Old  Maps, 
Ship  Models  and  Curios 

David  Peel  &  Co.  Ltd. 

2  Carlos  Place,  Mount  Street,  London  wi 
European  works  of  art 


David  Pettifer 

269  King's  Road,  London  SW3  5 en 
Tel:  01-352  3088 

1 8th  and  early  igth  century  English  furniture 
Phillips  &  Harris 

54  Kensington  Church  Street,  London  w8 
Tel:  01-937  3133 

Selected  European,  Oriental  furniture  and 
works  oj  art. 

Piccadilly  Gallery 

16a  Cork  Street,  London  wi 
Tel:  01-629  2875  and  01-499  4632 

British  Figurative  Painters,  International 
Symbolist,  Jugenstil  Works.  Museum  quality 
British  and  Continental  Drawinos 

O 

H.  W.  Poulter  &  Son 

279  Fulham  Road,  London  swio 
Tel:  01-352  7268 

1 8th  Century  Chimney  Pieces,  Grates,  Fenders  and 
Chandeliers 

Howard  Ricketts 

180  New  Bond  Street,  London  wiy  9PD 
Tel:  01-409  1971 

Fine  European  Arms  and  Armour 
Islamic  and  works  of  Art, 
Early  Photographic  Material 

Roland  Browse  &  Delbanco 

29  Cork  Street,  London  wi,  Tel:  01-734  79^4 
igth  and  20th  Century  European  Paintings, 
Drawings  and  Sculpture 

Rumens  Antiques 

1  Market  Street,  Woodstock,  Oxford  0x7  isu 
Tel:  811618 

17th- igth  century  Dutch  and  English  paintings 
and  watercolours.  Early  English  porcelain,  small 
furniture  and  barometers 

Frank  T.  Sabin  Ltd. 

4  New  Bond  Street,  London  wi 
Tel:  01-499  5553 

English  Paintings,  Watercolours  and  Fine 
Antiquarian  Prints 

The  Sladmore  Gallery 

32  Bruton  Place,  London  wi 
Tel:  01-499  0365 

igth  Century  Impressionists  and  Contemporary 
animal  sculpture,  Wildlife  and  sporting  paintings 

Spink  &  Son  Ltd. 

5-7  King  Street,  St.  James's,  London  swi 
Tel:  01-930  7888,  Cables:  Spink  London  swi 

Coins,  Medals  and  Orders,  Oriental  Art, 
English  Furniture,  Paintings,  Drawings, 
and  Silver 


itair  &  Company  Ltd. 

20  Mount  Street,  London  wiy  511B 
Tel:  01-499  1784/1785 
Vine  English  Furniture  and  works  oj  art  of  the 
jth  and  iSth  Centuries 

liobin  Symes 

I  Osmond  Yard,  Duke  of  York  Street, 
^Dndon  swi,  Tel:  01-930  9856/7 

indent  Art 

Man  Tilman  (Antiques)  Ltd. 

>  Halkin  Arcade,  Motcomb  St.,  London  swi 
Tel:  01-235  8235,  Telex:  916151 

intique  Paperweights  a  Iso  glass  from 

17th- 19th  Centuries,  including  Englisli  and  French 

Cameo  glass 

Trevor 

14-25  Mount  Street,  London  wi 
Tel:  01-499  8228 

Important  stock  18th  and  early  19th  Century 
mmiture  and  Works  of  Art 


Tryon 

41-42  Dover  Street,  London  wi 
Tel:  01-493  5 161 

Sporting  and  Natural  History 
Pictures,  Prints  and  Bronzes 

Earle  D.  Vandekar 

138  Brompton  Road,  London  SW3 
Tel:  01-589  8411/3398 

Members  of  B.A.D.A.  and  C.LN.O.A. 
Large  stock  of  Fine  Chinese,  Continental  and 
English  Porcelain  and  Pottery 

Weston  Gallery 

Weston  Longville,  Norwich,  Norfolk 
Tel:  Gt.  Witchingham  572 

Dutch  and  English  paintings  from 
lyth-igth  Century.  Norwich  School  and 
Dutch  Romantic  Masters 

Wildenstein  &  Co.  Ltd. 

147  New  Bond  Street,  London  wi 

Tel:  01-629  0602,  Cables:  Navild,  London 

Old  Master  and  Impressionist  Paintings 
and  Drawings 


Williams  &  Son 

2  Grafton  Street,  London  wix  3 lb 
Tel:  01-493  575i 

Fine  Traditional  paintings  from  the  19th  &  20th 
Centuries  always  on  view. 

Temple  Williams  Ltd. 

Haunch  of  Venison  Yard,  Brook  Street, 
London  wiy  iaf,  Tel:  01-629  i486 

Fine  Regency  Furniture,  Works  of  Art, 
Valuations 

W.  H.  Willson  Ltd. 

15  King  Street,  St.  James's,  London  swiy  6qu 
Tel:  01-930  6463 

Fine  Stock  of  Antique  Silver 

Harriet  Wynter 

352  Kings  Road,  London  SW3 
Tel:  01-352  6494 

Antique  Scientific  Instruments  and  new 
and  old  books  on  the  subject 


The  Connoisseur  Register  Advertisements 


WANTED 

Antique  Watches  .  .  .  Ancient,  original,  singly  or  collection,  keenly 
sought  privately  (preferably)  by  collector.  Box  No.  8740. 

Wanted  -  Complete  set  of  Connoisseur  magazines.  Offers  please  to 
Box  No.  8744. 

A.  C.  Bryant  of  Cranmore  House,  Cranmore  Boulevard,  Shirley  Solihull, 
West  Midlands  021  -704  51 1 1  would  be  interested  to  hear  from  anyone 
willing  to  sell  copy  of  'English  Painted  Enamels'  by  Therle  and  Bernard 
Hughes. 

Twentieth  Century  German  and  Spanish  artwork  including:  Adolf 
Fleischmann,  Rafael  Durancamps,  Manuel  Victoria,  Juan  Serra,  K.  F. 
Dahmen,  Joaquin  Vancells,  etc.  Box  8753. 

FOR  SALE 

Classical  Records  78's  1920/30's,  most  single  sided  Caruso,  Galli- 
Curci  etc.  Good  condition.  Phone:  01  -764  7807. 

Bound  volumes  of  the  Connoisseur,  vols.  26  to  46  (less  38),  January 
1910-December  1916.  E.  E.  Thomas,  Rose  Hill  Lodge,  Dorking.  (Tel. 
2331). 

40  original,  unframed,  oil  paintings  by  well-known  contemporary 
Italian  artists.  Certificates  of  ownership  and  valuation  available.  Single 
buyer  preferred.  Price  approx.  £4,500  the  lot.  Write  Box  No.  8750. 

Circular  dining  table  with  pedestal  base.  Victorian.  Offers  please 
Box  No.  8748. 

Reluctant  Sale,  three  sketches  by  J.  M.  W.  Turner  3"  x  1  i"  plus  part  of 
letter  with  his  signature,  all  mounted  on  one  panel  by  the  British 
Museum.  Offers  please  Box  No.  8751 . 

Antique  Collector  Volumes  dating  from  1944  to  1974  to  clear, 
mainly  good  condition.  Offers  please  to  Box  No.  8752. 

Old  English  Silver.  Many  Collectors  Items.  Send  £1  for  Illustrated 
Catalogue  (New  Edition).  Clough  Ltd.,  3  Royal  Arcade,  London 
W1X3HD. 

Connoisseur  Magazines  for  sale,  commencing  September  1901 
complete  to  December  1 903.  Offers  please  to  Box  No.  8731 . 


Gorsebrook  House,  Bushbury,  Wolverhampton.  This  manor  house 
c.  1770  is  shortly  to  be  demolished.  The  fixtures  and  fittings  including 
stairs,  doors,  door  casings,  windows  and  plaster  mouldings  are  avail- 
able for  disposal.  Request  to  view  and  offers  of  purchase  should  be 
made  to  Mr.  L.  F.  Perkins  Electric  Construction  (W-ton)  Ltd.,  Bushbury 
Engineering  Works,  Showed  Road,  Wolverhampton  WV10  9LE.  Tel. 
2831  (0902). 

MISCELLANEOUS 

Repairs  and  restorations  to  all  antique  and  high  quality  clocks. 
George  E.  Lloyd-Jones,  A.T.D.,  F.B.H.I.  Clockmaker  and  Antiquarian 
Horologist,  Silverdale,  Woodmead  Road,  Lyme  Regis,  Dorset.  Tel.  3827. 
Talbot  Rice  Art  Centre,  University  of  Edinburgh,  Old  College,  South 
Bridge.  William  Johnstone  -  Recent  work.  21  August  to  1 1  September, 
'76.  10-7  Monday  to  Saturday. 

Detailed  Editorial  Indexes  for  The  Connoisseur  are  published  three 
times  a  year  at  £4.50  each  (plus  8^  postage).  From  The  Circulation 
Dept.  The  National  Magazine  Co.  Ltd.,  22  Armoury  Way,  London 
S.W.18. 

Renaissance  Polish*  Versatile  translucent  wax  that  gently  lifts  the 
grime  of  antiquity  from  all  surfaces,  leaving  them  delightful  to  see  and 
touch.  Made  with  the  consent  of  the  British  Museum  and  supplied 
to  professional  restorers  everywhere.  Renaissance  is  now  available 
privately  by  mail  order  readers  of  The  Connoisseur,  at  Chestergate 
House,  Vauxhall  Bridge  Road,  London,  SW1V  1HF.  Price  per  can, 
including  postage  and  packing,  and  (in  UK  only)  VAT;  US  $7.50  (air) 
$6.00  surface  mail,  Canada  $8.40  (air),  $6.00  surface  mail.  Price  per 
can  UK  £1.95,  Europe  £2.50,  Australia  (£4.60  air),  £2.50  surface  mail. 
1 0%  discount  overall  discount  of  six  or  more  cans. 
'('Exceptional  .  .  .  unique  wax  polish'  -  The  Connoisseur,  Oct.  1970). 

Register  advertisements  are  25p  per  word  minimum  £3.50  for  15  words 
which  must  be  prepaid  and  sent  to  the  Advertisement  Manager, 
THE  CONNOISSEUR,  CHESTERGATE  HOUSE,  VAUXHALL  BRIDGE 
ROAD.  LONDON.  SWIV  1HF  (01-834  2331).  Addresses  or  Box 
Numbers  must  be  inserted  and  replies  to  the  latter  should  be  clearly 
marked  with  the  Box  Number.  The  Proprietors  of  The  Connoisseur  accept 
no  responsibility  for  any  sales  affected. 
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Jean-Charles  Meissonier  (  bom  1X48) 
Harbor  Scene.  Oil  on  canvas. 
213i"x  IS1/*".  Signed. 


Johan  Mari  Ten  Kate  (born  1831) 

The  Young  Artist. 

Watercolor,  13J4"x  19&".  Signed. 


Ferdinand  Heilbuth 

(1826-1889) 

Roman  Salon. 

Oil  on  canvas,  &A"x  SVi 

Signed. 


Portrait  of  a  Lady  with  Peaches. 

Early  18th  Century  oil  on  canvas  from  the 

school  of  Nicolas  de  Largilliere.  32"x  26". 


Henri  Duvieux  (late  lchh  Cent u| 
Piazza  San  Marco. 
Oil  on  canvas,  15%"x  253'a\  Sig 


Theophile  Poilpot 

(1848-1915) 

The  Love  Story. 

Oil  on  panel.  I23i"x  9Vi 

Signed  and  dated  1872. 


Roberto  Raimondi  (born  1877) 

At  the  Market.  Watercolor.  21  "x  29&".  Signed. 


CORINTHIAN  STUDIOS 

521  SUTTER  ST.  /SAN  FRANCISCO  /CA  94102  /  (415)  362-071  7«20506  SARATOGA-LOS  GATOS  RD./ SARATOGA  /  CA  95070  /  (408)  8674630 

WE  PURCHASE  INDIVIDUAL  ITEMS  OR  ENTIRE  ESTATES  WORLD  WIDE. 


RARE  PAIR  OF  CHINESE  EXPORT  PORCELAIN 
ARMORIAL  WINE  COOLERS. 
Bearing  the  arms  of  the  Pignatelli  family. 
Of  the  Ch'ien  Lung  period.  1736-1795  A.D. 
Height:  8A  inches  (21.3  cm.) 


RAIPH  M.  CHAIT 

Galleries  Inc. 

ESTABLISHED  1910  WORKS  OF  ART  -  CHINESE  ART 

12  EAST  56th  STREET,  NEW  YORK,  N.Y  10022,  U.S.A. 
Telephone  Plaza  8-0937  Cables  "Ralima"  New  York. 


MEMBER  OF  THE  NATIONAL  ANTIQUE  AND  ART  DEALERS'  ASSOCIATION  OF  AMERICA.  INC. 


EXHIBITION 

MARINE  PAINTINGS 

OF  THE  1 8  th,  19th  &  20th  CENTURY 

Weekdays  10-6  October  12th  to  November  5  th  Saturdays  io-i; 


Illustrated  catalogues  available  on  request  £l,  U.S.A.  $J. 
Sold  in  aid  of  The  Royal  National  Life- Boat  Institution 


Featuring  works  by: 

Capt.  R.  B.  Beechey                                       W.  J.  Huggins  D.  Serres 

J.  E.  Buttersworth                                              D.  James  J.  Ward  of  Hull. 

G.  Chambers  T.  Luny  J.  Webb 
N.  M.  Condy                                                  C.  M.  Powell  J.  Whitcombe 

H.  Forest                                                          N.  Pocock  and  others 


N.  R.  OMELL 

1 8th  &  19th  CENTURY  PAINTINGS 

6  DUKE  STREET,  ST.  JAMES'S,  LONDON,  S.W.i.  01-839  6223/4 
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JEREMY  LTD 


255  KING'S  ROAD,  CHELSEA,  LONDON,  S.W.3 

Telephone:  01-35*  °°44  Cables:  JERliMIQUK,  LONDON,  S.W.3 

01-352  3127 

OPEN  ALL  DAY  SATURDAY 

Members  of  The  British  Antique  Dealers'  Association  Lid. 
FINEST  ENGLISH  AND  FRENCH  FURNITURE 


A  Chippendale  period  bureau-bookcase  of  top  quality 
executed  in  fiddle  back  Cuban  mahogany. 
Date  circa  1 765. 

Max.  height  2m  29cms  T  5i" 
Max.  width  98cms  3'  2£" 
Max.  depth  56cms  V  10" 


BY  APPOINTMENT  ANTIQUE  DEALERS  TO  THE  LATE  QUEEN  MARY 

MALLETT 

MALLETT  &  SON  (ANTIQUES)  LTD.,  40  NEW  BOND  STREET,  LONDON  WiY  OLiS.  TELEPHONE:  01-499  74"  (5  lines) 
TELEX  25692  CABLES:  MALLETSON  LONDON  WiY  OBS  and  at  BOURDON  HOUSE,  2  DAVIES  STREET,  LONDON  WiY  iLJ 
Also  in  NEW  YORK:  Mallctt  &  Son  (Antiques)  (America)  Ltd.,  P.O.  Box  396,  New  York  10028.  Telephone:  (212)  876  9033-  Telex:  62580. 


A  very  fine  and  rare  pair  of  late  1  7th  Century  Mogul  doors,  the  intersections  and  frame  in  finely-carved  ivory 
with  gilt  metal  mounts  and  original  mirror  glass  plates.      Indian.     Circa  1690. 

Width:  2 '6"        Height:  5 '3" 


1$  Ship  Street,  Brighton  BN 1  I  AD 

Telephone:-  Brighton  2g2$3/4     Cable  Address:-  Micnorm,  Bright 


A  fine  quality  break-front  secretaire  book-case  of  excellent 
colour  and  finish.  The  lower  left  hand  cupboard  is  fitted 
with  a  bank  of  six  drawers.  Circa  1820. 

Width  10'  o"    Height  9'  o"    Maximum  depth  2  1". 
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Roy  Miles 


Fine  Paintings 


MORNING 

SAMUEL  PALMER  •  1805-1881     ENGLISH  SCHOOL 
Watercolour  and  bodycolour  •  20  x  28  inches  ■  51  x  70  cm 
,  inscribed  on  the  reverse  by  the  artist  "Other  side  prepared  Dec  1  65",  and  signed  again  and  inscribed  on  the  backing 

Provenance:  Leonard  Rowe  Valpy  ■  A  W  Dunn  Esq  •  Robert  Dunthorne  Esq  -  J  Douglas  Fletcher  Esq 

Exhibited:  Old  Water  Colour  Society  1869  no.  193 
rnational  Exhibition  1872  •  Fine  Art  Society  1881  no.  68  ■  Royal  Academy  Exhibition  of  Old  Masters  1893  no.  120 

:  Hardie,  OWCS  p  39  ■  Letters,  pp  696,  732,  813  •  L&L,  pp  148-155  •  Shorter  Poems  of  Mil/on,  pp  xvii-xvm,  pi.  f.  p.  32 

xhibition  of  Important  Victorian  Paintings  Opens  October  12 

Roy  Miles  Fine  Paintings  Limited 

nke  Street  St  James's  London  SW1 -Telephone  01-930  8665  Telex  Milesart  London  916187 

Gallerv  Hours:  Monday  to  Friday  10am  to  6pm  _ 


The  massive  and  ever-changing  stocks  of  fine  antique  furniture  at  Durwards  Hall  are, 
in  themselves,  a  permanent  antiques  fair  which  is  open  to  dealers  only  throughout 
the  year.  Top  quality  goods  in  showroom  condition.  Durwards  Hall  is  on  the  main 
A12  road  from  Europe  and  a  mere  fifty  minutes  from  London  by  rail.  Trains  are 
met  at  Witham  station  by  prior  arrangement  and  we  shall  be  pleased  to  help  dealers 
with  their  travel  arrangements. 


DURWARDS  HALL  .  KELVEDON  .  ESSEX  .  ENGLAND 
Telephone:  KELVEDON  70234/5/6 


JACOB  WOUTERSZ.  VOSMAER 

(Dutch  School.  1584-1641) 


Still  Life  with  Peonies,  Tulips  and  Lilies 


Oil  on  panel,  30x^4  inches 

Signed  and  dated  (lower  left):  Jacob  W.  Vosmaer  1 6 1 9 

An  exceptionally  fine  Flower  Piece  by  one  of  the  rarest  early  Dutch  Masters.  A  similar  composition 
in  the  Metropolitan  Museum  of  Art  is  the  only  other  recorded  Vosmaer  in  the  United  States. 


Berry-Hill  Galleries 


(21.2)  753-8130  Cables  BERRYHILL  NEW  YORK 
743  FIFTH  AVENUE,  NEW  FORK,  N.Y.  10022 


I 


Don't  You 
Deserve  the  Best? 

We  know  we've  got  a  satisfied  guest  when  he  returns  to  us 
again  and  again.  And  our  guests  do  keep  coming  back  to 
The  Peninsula,  Hong  Kong's  most  luxurious  hotel 

and  one  of  the  world's  finest. 
Our  guests  demand  the  best. Don't  you  deserve  it? 
The  Peninsula,  Hong  Kong. 
Cable:  PENHOTE  Hong  Kong 
Telex:  73821  PEN  HX 
Telephone:  3-666251 

THE  PENINSULA 

HONGKONG 

Member  of  The  Peninsula  Group 
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RICHARD  GREEN 


44  Dover  Street 
London  W1X  4JQ 
01  -493  7997 


20  October   1 2  November 

Price  of  catalogue  £1 .00 
including  postage 


John  E.  Ferneley  Snr  (1782-1860) 

Mr.  Holyoake  on  Crossbow,  Squire  George  Osbaldeston, 

M.F.H.,  on  Assheton  and  Sir  Harry  Goodricke  on 

Doctor  Russell,  taking  a  fence  below  Tilton,  with  the  Quorn. 

Signed  and  dated  1827 

Canvas:  45  x  72  inches 

Collections: 

C.  B.  Kidd,  Esq. 

Mr.  and  Mrs.  Jack  R.  Dick 

Literature: 

Major  Guy  Paget,  The  Melton  Mowbray  of  John  Ferneley, 
1931,  p. 99,  illus.  p. 66;  p.  1 35,  no.  255  and  p.  1 59  no.  706 


Annual  Exhibition  of  Sporting  Paintings 


H  Aiken  Snr 
H  Barraud 
T  Bretland 
J  E  Ferneley 


G  Garrard 
H  Hall 

J  F  Herring  Snr 
J  F  Herring  Jnr 


G  Lodge 

G  Morland 

Sir  A  J  Munnings 

J  Pollard 


J  Ross 

J  N  Sartorius 
A  Thorburn 
J  Wootton 


1 1 


isseur  s 


This  elegant  box  in  gilt,  beige,  black  and  white  is  a  worthy 
celebration  of  the  publication  of  the  first  number  of  Connoisseur 
Magazine  75  years  ago. 

Hand  coloured  and  enamelled  on  copper,  with  a  creamy  mellow 
glaze,  by  the  techniques  inherited  from  Bilston  and  Battersea 
of  the  1 8th  Century,  this  Box  is  considered  by  Halcyon  Days  as 
one  of  the  most  beautiful  they  have  ever  produced. 


What  better  commemorative  gi 
to  give  yourself  and  to  your  frienc 
in  this  particular  year?  Bui  theill 
are  only  250.  So  write  a  chequ 
(made  out  to  The  Connoisseur 
and  fill  in  the  coupon  now. 


The  B.>\  reproduced  with  designs  from  that  first  copy  of  the 
magazine  has  engravings  on  eight  sides,  including  the  colour 
cover  on  its  hinged  lid.  It  is  2  J  inches  long  by  2  inches  wide  and 
1  inch  deei 

1  Despatch  by  1st  class  registered  mail  will  commence  within  21  j  days  oj  receipt  oj  orae 

The  box  is  oli  :red  to  readers  of  Connoisseur  at  a  price  of  only  I" 

£65  ($130)  plu     -.stage  and  packing,  each  of  a  Limited  Edition  |   To:  Connoisseur  Box  Offer. 

of  250.  The  Box   or  Boxes,  that  you  buy  will  be  individually  Chestergate  House,  Vauxhall  Bridge  Road,  London  SW1V  1HF 

numbered.  After    he  Edition  is  subscribed  the  templates  arc  Please  send  me  box/es  at  £65  ($130)  each.  Plus  P  &  P,  U.K. 

then  broken.  This    hjel  d'art  will  become  an  antique  of  the  1   and  Europe  £1  extra.  U.S.A.  and  elsewhere  $5  extra. 

future,  gaining  in  vaiue  over  the  years.  It  comes  to  you  with  a  I  enclose  £  

Certificate  of  Authentication  in  an  especially  designed  buff  I 

...  Name   

coloured  outer  box. 

Address   

The  links  between  the  home  land  of  Connoisseur  and  the  CM9 

United    .States    of    Amprirn     have    alwnv  s    lipcn    vcrv    stmno-  Reentered  Number  T22o«  Enirland 


A  unique  and  very  fine  set 
of  twelve  silver  Apostle  Spoons, 
each  approximately  7^4  ins  long. 
Date  Charles  I,  1637. 
Maker's  Mark  R.C.  with  a  rosette  below 
(recorded  in  Sir  Charles  Jackson's 
English  Goldsmiths  and  Their  Marks, 
2nd  Edition,  page  119). 
Each  spoon  is  pricked  with  contemporary 
initials  and  date. 


GAR  RAR  D 

The  Crown  Jewellers 


1 1:  REGENT  STREET    LONDON  W1A  DJ    TELEPHONE:  01-7.14  7020 


THE  BRITISH  ANTIQUE  DEALERS'  ASSOCIATION 

LT 

20  RUTLAND  GAT. 
LONDON  SW7  iBI 
01  589  4128,  210 


CINOA  announces  the  establishment  of  a  Fund  to  provide  an 
annual  AWARD  for  an  original  work  of  research  into  any  subject 
in  the  field  of  the  Fine  and  Applied  Arts.  The  award  of  U.S.  $5000 
towards  the  cost  of  publication  will  be  made  each  year  at  the  General 
Assembly  of  CINOA.  The  competition  is  open  to  any  Art  historian 
or  student  of  post-graduate  status  who  lives  in  any  one  of  the 
fourteen  countries  affiliated  to  the  Confederation.  British  sub- 
missions should  be  sent  before  November  15th  this  year  to  the 
President,  the  British  Antique  Dealers'  Association,  20  Rutland  Gate, 
London,  SW7  iBD,  together  with  a  curriculum  vitae  and  a  recom- 
mendation from  their  Principal  or  any  other  person  qualified  in  the 
field  to  which  the  submitted  work  relates,  and  a  written  confirma- 
tion from  a  publisher  that  he  is  willing  to  publish  the  work.  Manu- 
scripts endorsed  by  the  national  Association  will  be  examined  by  an 
international  jury  of  art  experts  under  the  chairmanship  of  the 
President  of  CINOA. 


Any  further  information  required  can  be  obtained 
on  application  to  the  Secretary  of  the  British 
Antique  Dealers'  Association  at  the  above  address. 


LA  CONFEDERATION  INTERNATIONALE  DES  NEGOCIANTS  EN  OEUVERS  D'ART 


14    The  Connoisseur,  October,  1976 


Richard  Ogden  has  consistently  maintained  that  Fine  Antique  Jewellery  is  a 
rewarding  investment.  Being  of  entirely  international  value,  it  has  the  edge  on 
shares  or  property;  making  a  most  precious  gift  to  be  worn  with  pride  and 
pleasure,  it  can  be  handed  on  as  a  family  heirloom  always  soaring  above  the 
whims  of  fashion. 

Famous  for  Fine  Jewellery  and  his  Ring  Collection,  Richard  Ogden  has  also 
established  a  special  Jewellery  Consultancy  Service  to  enable  you  to  Buy  or  Sell 
with  confidence  knowing  that  the  price  is  right.  His  shop  is  in  the  elegant  and 
historic  Burlington  Arcade  -  this  lovely  venue,  at  the  heart  of  London's  Jewellery 
Trade,  attracts  visitors  from  all  over  the  world  the  whole  year  round. 


RICHARD  OGDEN 

International  Jeweller 

28  &  29  BURLINGTON  ARCADE 
PICCADILLY  LONDON  WiV  oNX 

Telephones:  01-493  9136/7  &  6239 


From  our  New  York  Collection 


GEORGE  II 

An  exceptional  pair  of  double  lipped  Sauce  Boats 
with  finely  applied  cast  decoration. 

London  1740  Makers  Ann  Craig  and  John  Neville 
Length  9'    Weight  51  oz 


Our  London  and  New  York  collections  feature  antique 
silver  of  the  highest  quality  and  always  include  exceptional  and 

rare  pieces  of  interest  to  the  serious  collector 

Our  collection  of  Old  Sheffield  Plate  is  also  one  of  the 
largest  in  the  country 


S.  .SHRUESOL 


LONDON  43  MUSEUM  STREET'  LONDON  WC1 A 1 LYTEL  01  -4052712  NEWYORK  1 04  EAST  57th  STREET  NEW  YORK  10022  TEL  0101-212-75-38920 
Member  of  the  British  Antique  Dealers '  Association  and  the  National  Antique  and  Art  Dealers '  Association  ol  America 
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AUCTION  IN  BRUSSELS 

PALAIS  DES  BEAUX-ARTS 

26,  27  and  28  October  1976 


IMPORTANT  COLLECTION  OF  OLD  PICTURES 
FROM  17th  and  18th  CENTURIES 
ROMANTIC  PICTURES  OF  THE  FRENCH,  DUTCH 

and  BELGIAN  SCHOOLS 

CONTEMPORARY  GRAPHIC  ART 
MODERN  PICTURES 
18th  and  19th  century  SILVERWARE 

Objets  d'Art  in  marble  and  gilt  bronze  -  Cartels  - 
18th  and  19th  century  clocks 

CHINESE  ANTIQUITIES  OF  THE  KIEN-LONG  and 

KANG-HI  PERIODS 
BRONZE  STATUES 
17th  and  18th  century  FURNITURE 
TAPESTRIES 

Illustrated  catalogue:  400  Belgian  Francs 


7  and  8  December  1976 
COLLECTION  LOUIS  FRAIGNEUX  of  LIEGE 

Mementoes,  Porcelain,  decorative  objects  and 

Empire  furniture 

Enquiries:  Service  Des  Ventes  Publiques,  Rue  Royale  10,  1000  Bruxelles. 
Tel:  512.18.94-512.85.78  Director:  C.  de  Mul. 


WILLIAM  WALTER  ANTIQUES  LIMITED 


LONDON  SILVER  VAULTS   •   CHANCERY  LANE   ■   LONDON   •   VVC2A  IQS 

Telephone  01  -242  3248/9    Telegrams  WALTER  STRONGROOMS  London  WC2A  1  QS 
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Bj  Appcinlmt*! 
Tin  a«««  A(«i*«r 


Bj  Appvtlmtnt 

It  KM.  C"««  // 


By  Appoinltittnl 
II  1M$  lalt  Unit  SUrj 


14  Grafton  Street,  London  W.I. 


ESTABLISHED  1865 


TELEPHONES:  493-1141-2-3 


FINE  OLD  GOLD  SNUFF  BOXES 


By  Claude-Nicolas  Delanoy 
Paris  1786.  Length:  3$" 


Maker  A.A.H.,  Paris  1809-1819. 
Length:  3 J"  Illustrated  in 
'18th  Century  Gold  Boxes  of  Europe' 
by  A.  K.  Snowman.  Plate  419. 


By  Nicolas  Dandrieux,  Paris, 
1728.  Length:  z\ " 


By  John  Linn  it,  London  1823. 
Length:  3 


By  John  Lee,  London  1821.  Diameter:  3J" 


By  Jean-Baptiste  Beckers,  Paris,  1782. 


By  Philippe  le  Bourlier,  Paris  1786. 

f  .  -  13  " 


Important  Loan  Exhibition  of  Paintings 
October  27th-November  28 


CLAUDE  MONE1 


Proceeds  will  benefit  The  New  York  Hospital 

Complete  Catalogue  Available 

Text  by  Andrew  Forge 
68  Color  Illustrations  S1COO 


ACQUAVELLA  GALLERIES,  INC. 

1B  East  79th  Street    New  York  10021  C212]  RE  4-B3QO 
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fficvre  &i£j&Jb  and  Coniitiental  oflfcvr,  ^Miniature*. 


XVIIth  century  French  Rock  Crystal 
Biberon  with  gold  enamelled  mounts. 

Front  our  collection  oj  early  Rock  Crystals. 


Valuations  for  Probate,  Insurance  and  Division 

Telephone:  01-629  6261    Telegraphic  Address  "Euclase  London  W.V 


PALERMO  ART  FESTIVAL 

9  -  16  JANUARY  1977  I 

PROMOTED  JOINTLY  BY  THE  CONNOISSEUR,  LONDON 

AND  DU MAGAZINE,  ZURICH 


The  Palermo  Art  Festival  was  inaugurated 
in  1976  by  the  President  of  the  Sicilian 
Assembly,  as  an  annual  event  which  aims  to 
emphasize  the  significance  of  Sicily  as  one 
of  the  main  cradles  of  Western  Civilisation. 
It  is  now,  therefore,  already  in  its  second 
year,  and  by  virtue  of  the  artistic  and 
historical  importance  of  the  monuments  on 
which  it  is  based,  promises  to  become  one 
of  the  major  events  of  its  kind.  Although 
primarily  dedicated  to  the  visual  arts, 
with  special  emphasis  on  the  great  wealth  of 
superb  Byzantine  mosaics  in  the  cathedrals 
and  other  churches  from  the  Norman  period, 
the  Palermo  Art  Festival  also  strives  to 
encourage  the  revival  of  the  Sicilian  Puppet 
Theatre,  and  to  bring  back  to  life  the 
fantastic  world  of  the  Baroque,  by  means 
of  such  dazzling  events  as  the  reception 
at  Palazzo  (Jangi. 


Sunday,  9  January 

Late  afternoon  arrival  at  Palermo,  for 
seven  nights  at  the  Villa  Igiea,  or  the  Jolly 
Hotel,  according  to  choice.  Registration 
and  dinner  at  the  hotel. 


Monday,  10  January 

Festival  opens.  Official  welcome  in  the 
morning  at  the  Royal  Palace  (Palazzo  dei 
Normanni)  by  the  President  of  the  Sicilian 
Assembly,  followed  by  visit  to  the  former 
apartments  of  King  Roger  II  and  the 
Palatine  Chapel.  Both  are  most  splendidly 
decorated  with  mosaics  from  the  first  half 
of  the  12th  century,  which  are  among  the 
greatest  achievements  of  Byzantine  art. 

Visit  in  the  afternoon  to  the  Norman 
churches  of  San  Giovanni  degli  Eremiti, 
one  of  the  most  suggestive  examples  of 
Sicilian-Norman  architecture,  showing 
strong  Islamic  influence,  and  the 
Martorana,  with  some  of  the  most 
beautiful  Byzantine  mosaics  in  Palermo. 
The  latter  is  also  known  under  the  name  of 
"Santa  Maria  dell",  imiraglio",  having 
been  erected  in  1 143  by  Geoi  c  of  Antioch, 
Admiral  of  the  Fleet  to  Roger  II 

Special  reception  in  the  evening  by  Their 


Excellencies  The  Prince  and  Princess  of 
San  Vincenzo,  at  Palace  Gangi,  one  of  the 
most  beautiful  late-Baroque  buildings  in 
Palermo.  The  reception  will  be  preceded 
by  an  introductory  lecture  to  Norman  art 
history  by  Professor  Peter  Lasko,  Director 
of  the  Courtauld  Institute  of  Art. 


Palermo.  Palazzo  Steri,  or  Chiaromonte,  built  in 
1307.  In  the  early  17th  century  it  became  the  seat  of 
the  terrible  Court  of  the  Inquisition. 


Tuesday,  11  January 


Special  visit  in  the  morning  to  Monrea 
Cathedral,  situated  on  the  slopes  of  Mouk 
Caputo,  just  outside  Palermo.  It  wji 
founded  by  King  William  II  in  1174  ail 
ranks  as  one  of  the  most  important  morp 
ments  of  the  Middle  Ages.  The  mosaics  s 
the  Cathedral,  depicting  the  stories  of  tl 
Old  and  New  Testaments,  are  particular! 
impressive,  and  so  are  the  Benedictin 
Cloisters,  where  both  Western  and  Byza- 
tine  styles  were  skilfully  used  to  create  a 
impression  of  great  harmony. 

Participants  will  also  have  time  to  via 
the    Belvedere    Gardens,    behind  tl 
Cloisters,  from  where  a  spectacular  viel 
can  be  had  over  the  Conca  d'Oro,  once  til 
hunting  reserve  of  the  Norman  Kings. 

Afternoon  visit  to  the  Ethnograph 
Museum,  in  the  Parco  della  Favorita,  | 
the  foot  of  Mount  Pellegrino,  for  a  jpecil 
exhibition  of  panels  from  1 9th  and  20i 
century  Sicilian  carts,  beautifully  painte 
by  local  craftsmen  with  themes  from  th 
Middle  Ages.  The  exhibition  is  bein 
mounted  in  the  Chinese  Pavilion,  whicl 
was  built  for  King  Ferdinand  III  an' 
Queen  Marie-Caroline  of  Bourbon  in  179< 
Lord  Nelson  also  stayed  here,  with  Lad 
Hamilton. 

A  traditional  Sicilian  Puppet  Show  wil 
follow  in  the  evening,  with  introduction  bj 
Professor  Antonio  Pasqualino.  ■ 


W  ednesday,  12  January 

Visit  in  the  morning  to  the  Nationa 
Gallery  of  Sicily,  housed  in  the  late-Gothi> 
Palazzo  Abatellis,  for  lecture  by  Sir  Johi 
Pope-Hennessy,  Director  of  the  Britisl 
Museum,  on  the  portrait  busts  o 
Francesco  Laurana.  The  famous  15th 
century  marble  bust  of  Eleonora  o 
by  Laurana,  and  the  "Annum 
by  Antonello  da  Messina,  an 
the    Gallery's    most  importan 


Palermo.  The  Norman  church  of  St.  Cataldo,  with, 
in  the  background,  the  bell-tower  of  the  Martorana. 
It  was  founded  in  1 154.  in  the  reign  of  William  I. 


Aragon, 
ziata", 
among 
exhibits. 

A  drive  will  follow  to  Cefalu,  on  Sicily"; 
northern  coast,  at  approximately  65  kilo- 
metres to  the  east  of  Palermo,  for  visit  tc 
the  Norman  Cathedral.  The  Cathedral. 
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anded  by  King  Roger  II  in  1131,  is 
nous  for  its  Byzantine  mosaics,  and  in 
rticular  the  impressive  figure  of  Christ 
ntocrator,  on  the  vault  of  the  apse, 
lich,  by  virtue  of  its  great  beauty  and 
nsitivity,  is  regarded  by  many  experts  as 
e  greatest  of  all  Byzantine  mosaics. 
Special  concert  in  the  evening  by  the 
rchestra  Sinfonica  Siciliana,  in  the 
•autiful  Baroque  Church  of  the 
intissimo  Salvatore.  The  programme  will 
i  based  on  the  music  by  the  17th-century 
cilian  composer,  Alessandro  Scarlatti. 

hursday,  13  January 

lorning  visit  to  the  Baroque  Oratories  of 
j  Unta  Cita  and  San  Domenico,  for  a 
I  Mailed  examination  of  the  magnificent 
ucco-decorations   by   the  18th-century 
icilian  artist,  Giacomo  Serpotta.  The 
isit  will  be  preceded  by  a  lecture  on 
erpotta,     in     English,     by  Professor 
iiovanni  Carandente,  who  has  recently 
ublished  a  book  on  the  subject. 
Visit  in  the  afternoon  to  the  National 
archaeological    Museum,    where  parti- 
ipants  will  be  met  by  the  Director,  Pro- 
sssor  Vincenzo  Tusa.  Special  emphasis 
/ill  be  given  to  the  world-famous  collec- 
I  ion  of  metopes  from  Selinunte,  on  the 
;round  floor  of  the  museum,  and  to  that  of 
he  equally  important  Greek  ceramics  on 
he    second    floor,    also    mainly  from 
I  Selinunte. 

Organ  recital  in  the  evening,  in  the 
•uggestive  setting  of  Monreale  Cathedral. 

Friday,  14  January 

Whole  day  excursion  to  the  archaeological 
iite  of  Selinunte,  at  a  distance  of  approxi- 
mately 1 10  kilometres  from  Palermo,  with 
a  large  Acropolis  and  several  reconstructed 
temples  of  great  magnitude,  which  offer 
the  best  possible  insight  into  the  life  of  one 
of  the  major  Greek  colonies  of  the  5th 
century  B.C.  The  highly  evocative  charac- 
ter of  the  site  is  greatly  enhanced  by  its 
remoteness,  as  well  as  the  beauty  of  the 
location  it  occupies  overlooking  the 
Mediterranean,  on  the  southern  coast  of 
Sicily.  The  colony  was  first  destroyed  by 
the  Carthagians  in  409  B.C.,  and  later 
suffered  extensive  damage  from  an  earth- 
quake and  ensuing  tidal  wave,  which  are 
supposed  to  have  taken  place  during  the 
Byzantine  period.  There  will  also  be  a  visit 
to  the  site  of  the  former  stone  quarries  of 
Campobello,  known  as  the  Cave  di  Cusa, 
where  the  inhabitants  of  Selinunte  ob- 
tained most  of  their  building  material. 
Here  signs  can  still  be  detected,  of  how  the 
massive  boulders  were  cut  from  the  rock 
and  prepared  for  construction. 

Late-afternoon  return  to  Palermo,  fol- 
lowed by  evening  at  leisure. 

Saturday,  15  January 

Whole  day  excursion  into  the  awe-inspiring 
mountains  of  Central  Sicily,  to  Enna,  the 
former  mediaeval  stronghold  of  Emperor 
Frederick  II  that  lies  over  940  metres  above 
sea  level,  at  approximately  120  kilometres 


from  Palermo.  The  city  also  played  a 
prominent  part  under  the  Romans,  and 
became  the  main  fortress  of  the  Byzantines 
at  the  time  of  the  Arab  invasion. 

At  Enna,  a  visit  will  be  paid  to  both  the 
Alessi  Museum,  with  important  collections 
of  Greek  and  Roman  coins,  and  to  the 
impressive  Castello  di  Lombardia,  one  of 


Monreale.  A  section  of  the  Norman  Cloister.  Most 
of  its  capitals  are  beautifully  decorated  with  scenes 
from  the  Old  and  New  Testaments. 


Palermo.  The  Romanesque  facade  of  the  church  of 
St.  Francis  of  Assisi,  with  its  richly  decorated  portal. 
One  of  the  chapels  is  by  Francesco  Laurana. 

the  most  famous  mediaeval  castles  in 
Sicily,  with  breathtakingly  beautiful  views 
over  the  surrounding  countryside. 

Opera  performance  in  the  evening,  by 
the  company  of  the  Teatro  Massimo. 

Sunday,  16  January 

Depart  from  Palermo  in  the  morning. 


PALERMO 
ART  FESTIVAL 
9-16  January  1977 

COST  PER  PERSON 

Hotel  Jolly  (First  Class) 

Double  rooms    £261    (U.S.  $574) 

Single  rooms      £298    (U.S.  $654) 

Villa  Igiea  (Luxury  Class) 

Double  rooms    £389    (U.S.  $854) 

Single  Rooms     £456    (U.S.  $1002) 

This  covers  the  full  Festival  pro- 
gramme, from  arrival  in  Palermo  on 
9th  January,  to  the  departure  on 
16th  January,  as  follows: 

( 1 )  Accommodation  for  seven  nights 
at  the  Hotel  Jolly,  or  the  Villa 
Igiea,  according  to  choice.  Both 
hotels  are  situated  away  from  the 
centre  of  the  city,  overlooking 
the  sea. 

(2)  All  meals,  either  at  the  hotels  or 
the  specially  chosen  restaurants, 
including  wine  for  lunch  and 
dinner  each  day. 

(3)  Transportation  by  private  coach, 
from  and  back  to  the  hotels,  for 
all  the  events  of  the  Festival, 
including  the  excursions. 

(4)  All  evening  performances  and 
receptions,  as  shown  in  the  pro- 
gramme. 

(5)  Entrance  fees  to  Museums,  Galler- 
ies and  special  exhibitions. 

(6)  The  permanent  assistance  of  Eng- 
lish-speaking guides,  throughout 
the  duration  of  the  Festival. 

N.B.  Travel  arrangements  to  from 
Sicily  are  not  included. 

For  additional  information,  as  well  as 
details  of  special  travel  arrangements, 
please  contact  one  of  the  following 
Booking  Agents: 

Serenissima  Travel  Ltd. 
5  Ellis  Street 
Sloane  Street 
London  SW1X9AL 

Tel:  01-730  7281 
Telex:  28905  Ref.  732 

Inverness  Travel,  Inc. 
345  Park  Avenue 
New  York 
N.Y. 10022 

Tel:  (212)  486  1800 
Telex:  620374 

Kuoni  Travel  Ltd. 
Neue  Hard,  Neugasse  231 
P.O.  Box 
CH-8037  Zurich 

7W:01'44  12  61 
Telex:  53  397 
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28th  ANTIQUE  DEALERS  FAIR 


PRINSENHOFMUSEUM 

DELFT— HOLLAND 

October  14th  -  November  3rd,  1976 


Weekdays  from  10.00  a.m. -5. 00  p.m. 
Sundays  from  1 .00-5.00  p.m. 

Tuesdays  and  Thursdays  also  evenings  from  7.00-10.00  p.m. 
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».rthebest 
kfWegt Qetman journalism* 


The  Suddeutsche  Zeitung  is  a 
member  of  T.E.A.M.,  a  group  of 
14  top  newspapers  in  10 
countries  all  over  Europe. 
The  'Suddeutsche'  has  the 
highest  circulation  of  any  of  the 
three  German  members.  (F.A.Z., 
Welt  and  Suddeutsche)- 
304.225  copies  average  Monday 
to  Saturday.  2nd  quarter  1976. 


Federal  Republic,  and  it  is  here 
that  the  industries  of  the  future 
are  concentrated. 

Anyone  interested  in  keeping 
in  touch  with  this  booming 
market  and  its  affluent  society 


That's  what  "The  Times"  said  about 

needs  the  Suddeutsche  Zeitun 

The  Suddeutsche  means  direc 
contact  with  a  fastidious  readt 
ship  demanding  authoritative 
information  to  a  very  high 
standard. 


SiiddeuTscMeZeiTung 


F  ru  h  j  ahrsa  ukuonra 

1976 
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3  FURNITURE 
NZES  AND 
IOSITIES 


J.  KUGEL 

279,  RUE  SAINT-HONORE, 

75008  PARIS 

TEL:  260.86.23  &  260.19.45 


ANTIQUE  CONTINENTAL 
SILVER  AND 
GOLD  BONES 


Directoire  table  in  gilt  and  black  bronze,  top  in 
scagliola  with  greek  motifs.  Diameter  0,80.  m,  height  0,76  m. 


(lie  Kunst 


r 


die  Kunst 


ibU  x  liotic  I  Mm 


is  publishing  articles 
on  history  of  art  for  a 
better  understanding  of  Old 
Masters'  works;  contributions 
and  discussions  on  modern  art. 


die  Kunst 


carries  the  latest  news  from  the  art  market: 
auctions -exhibitions -fairs  and  museums.  Reviews. 


die  Kunst 


<l;i-.  M-lume  Men 1 1 


is  dealing  with  all  kinds  of  creative  activity  in  art:  paint- 
ing -  sculpture  -  graphic  art  -  architecture  and  interior  design. 


die  Kunst 


(I M-Imm-  Menu 


is  the  oldest  German  art  journal  (founded  in  188))  offering  in  each  issue  most 
interesting,  engaging  and  informative  features,  i.  e.  "international  art  scene". 


die  Kunst 


w'lwiiHrllclH 


comes  out  monthly  with  detailed  summaries  in  English. 


Please 
send  me 


t 


Subscription  rate  for  one  year  DM  96,-/£18.00/US-$58.00 
for  three  years  DM  230,-/£43.50/US-$90.00 

Published  by 

VERLAG  KARL  THIEMIG 
P.  0.  Box  90  07  40 
D-8000  Miinchen  90 
W  est-  G  er  m  any 


a  free  sample  copy  □ 
annual  subscription  Q 
three  years  subscription  Q 
»Die  Kunst  und  das  scheme  Heim« 


Name 


Address 


An  important 
and  original  exhibition 
combining  for  the 
first  time 

fine  Victorian  paintings 
and  photographs 


19th  OCTOBER  -  6th  NOVEMBER  1976 

Mondays  to  Fridays  10am  to  6pm 
Saturdays  10am  to  lpm 


ALEXANDER  GALLERY 

45  SLOANE  STREET  •  LONDON  SW1  ^y^^^rfEPHONEtOl  235  W13rf4  TELEX:  919703 
r.      Catalogues  £1  plus  postage,  proceeds  to  be  donated  to  the  Victorian  Society 


(ALEXLDNJ 


IVAN  COS STAXT1 SOI ITCH  AlVAZOWSKI.  Russian  School  181 7  1 900  A  Sailing  ship  at  sea  -  a  small  painting  on  board  inset  into  a  photograph 
of  the  artist  seated  by  his  easel.  Photograph  size:  10  x  7Mns.  Inscribed  "Aivazov-ski,  a  Mr.  Gulbenkian  1893". 
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DESMOND  MORRIS 

RECENT  PAINTINGS 


October  27-November  12 


LA//ON 


Lasson  Gallery 

82-84  Jermyn  Street 

London  SW1 Y  6J  D    Tel :  01  -629  6981 


Weekdays  10.30-5.30 
Saturdays  11. 00-1 .00 


OUR  ANTIQUES  DIVISION 

can  provide  all  the  services  you  may  need 

FINDERS  SERVICE 
FINANCIAL  ADVICE 
INSURANCE 
WAREHOUSING 

Door-to-door  REMOVALS  from  anywhere  in  Belgium  to 
anywhere  in  the  world  and  vice  versa. 


OFFICE  DES  PROPRIETAIRES  s.a. 


Rue  Wiertz,  42  -  B-1040  BRUSSELS  (BELGIUM) 
Phone  02/649.96.60  (5  1.)  -  Telex  23650 
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Wir  bieten  an:  Kostbare  antike  Dosen  und  Kaminuhren  •  Mobiliar  von  der  Spatgotik  bis  zum  Jugendstil  •  Kunstobjekte 
der  Belle  Epoque  •  Wertvollen  alten  Schmuck  •  Bedeutendes  Silber  des  17.,  18.  und  19.  Jahrhunderts  •  Malerei 
aus  drei  Jahrhunderten  •  Erlesene  Seidenteppiche  •  Skulpturen  alter  Meister.  AuBerdem  ein  standiges  Angebot  an 
interessanten  und  preiswerten  Objekten  fur  junge  Sammler  •  Wir  freuen  uns  auf  Ihren  Besuch. 


Kennedy  Qalleries 

Vinson 


EXHIBITED: 
Annual  Exhibition, 
(Webb  Prize),  1890,  and 
Retrospective  Exhibition, 
1892,  Society  of 
American  Artists,  New  York 
Annual  Exhibition, 
Art  Institute  of  Chicago, 
1890,  Number  ISO 
World 's  Columbian 
Exposition,  Chicago,  1893, 
Number  862 


EXHIBITED: 
Annual  Exhibition, 
Pennsylvania  Academy 
of  the  Fine  Arts, 
Philadelphia,  1893-1894, 
Number  2 
CATALOGUED: 
by  John  I.  H.  Baur, 
Theodore  Robinson 
1852-1896, 
Brooklyn,  New  York, 
1946,  page  81, 
Number  264 


"Winter  Landscape,"  1889,  oil  on  canvas,  18Vi  x  22  inches,  signed  and  dated  lower  right 

Kennedy  Galleries  is  proud  to  offer  for  sale  this  important  painting  by  the  "Father  of  American  Impressionism." 

Kennedy  Qalleries  40  W5i£t.,5thFioorN.Y.iooi9  <2i2)54i-%oo 


21st  Annual  German  Fair 

Works  of  Art  and  Antiques 

Munich  1976 

HADS  DER  KUNST 

Oct.  22nd  -  Nov.  1st 

Open  daily  10  a.m.— 7  p.m. 
The  and  Thur  10  a.m. — 9  p.m. 


11  items  for  sale 
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AUKTIONEN 

2nd-4th  November  1976  in  Zurich  (Switzerland) 

(On  view  from  20th  October  1976) 


KAmmZ* 
opens  the  door  to 
Germany. 


First  steps  into  Germany  are  most  effectively  made 
through  Frankfurter  Allgemeine  Zeitung  because  - 

F.A.Z.  is  the  national  quality  daily  newspaper 
which  publishes  most  information  on  the  art  market. 

F.A.Z.  carries  more  antiques  advertising  than  any 
other  German  national  daily  paper 

F.A.Z.  is  the  daily  paper  which  is  read  by  dealers 
and  collectors. 


For  more  information  contact  John 
Daniels  or  Vera  Uhlmann  at  Frankfurter 
Allgemeine  Zeitung,  37  Brompton  Road, 
London  SW3  IDE,  or  phone  us  on 
01-235  7982  or  01-581  2326  ext.  7. 

Alternatively  please  apply  direct  to 
Frankfurter  Allgemeine  Zeitung,  P.O.  Box 
2901,  6  Frankfurt/ Main  1,  West  Germany. 
Phone  7  5911. 


ranffurter  Allgemeine 


ZEITUNG  FOR  DEUTSCHLAND 
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For  the 
distinguished 
art  gallery 
seeking  the  ideal 
new  location: 


at  the  corner  of  61st  Street, 


offers  art  galleries  a  unique  opportunity  to 
locate  at  New  York's  most  desirable  address . . . 
fronting  on  Central  Park . . .  adjacent  to  the 
Knickerbocker  Club  and  the  Hotel  Pierre . . . 
near  the  Plaza  Hotel.  At  this  33-story 
apartment  tower,  a  1 ,  2  or  3  level  area  with  a 
private  Fifth  Avenue  entrance  will  be  available 
for  gallery  occupancy  in  January,  1978. 

The  location  couldn't  be  more  magnificent 
nor  more  advantageous . . .  centrally  situated 
in  the  heart  of  New  York's  art  and 
culture  world,  comprising  the  noted  midtown 
and  uptown  museums  and  the 
world-renowned  galleries  of  57th  Street 
and  Madison  Avenue . .  .within  easy  walking 
distance  of  the  nation's  major  corporate 
headquarters ...  in  close  proximity  to 
Manhattan's  finest  hotels,  shops,  restaurants 
and  most  luxurious  residences. .  .at  the  hub  of 
an  extensive  public  transportation  network. 

Prospective  tenants  will  be  invited  to  meet 
with  the  architect  to  tailor  the  space  to  the 
special  requirements  of  the  gallery. 
For  full  particulars,  plans  and  sketches, 
please  contact: 

Douglas  Elliman- Gibbons  &  Ives 

Agent 

575  Madison  Avenue,  New  York,  N  Y.  1 0022 

Nicholas  Dana,  Senior  Vice-President 
(212)  832-5401 


vite  you  to  send  for  the 
antments  B 


Wakefield-Scearce  Galleries 

HISTORIC  SCIENCE  HILL.  SHELBYVILLE,  KENTUCKY  4006 
Telephone:  502  633-4382 

DIRECT  IMPORTERS  OF  BRITISH  ANTIQUE  FURNITURE, 
SILVER.  OLD  SHEFFIELD.  AND  DECORATIVE  ACCESSORIE; 

Member  of  the  Art  and  Antique  Dealers  League  of  America,  Inc. 
Write  for  our  new  illustrated  catalogue,  S2.50 


CHINESE  ANTIQUES 
AND 
OBJETS  D'ART 


Intricate  Peking  ivory  carving  of  a 
famous  Chinese  court  beauty. 
27  in.  high  including  stand. 


PENINSULA  HOTEL 
KOWLOON  -  HONGKONG 

Cable:  "EILKERSHAW"  H.K. 
Tel:  3-664083 


Lambert  Doomer,  Cave  on  the  Loire  near  Saumur  drawing  in  brown  ink  and  watercolor. 

W.  Schulz,  L.  Doomer,  Samtliche  Zeichnungen,  1974,  No.  ma 


14  x  4.1  cm. 


R.M.  LIGHT  &  CO.,  INC. 

Fine  Drawings  and  Prints 

190  MARLBOROUGH  STREET 
BOSTON,  MASS.  021 16 
Telephone:  617-267-6642 


NEW  ADDRESS: 

AS  OF  NOVEMBER  1,  1976 
POST  OFFICE  BOX  5597 
SANTA  BARBARA.  CALIFORNIA  93108 
TELEPHONE:  (805)  969-0257  CABLE:  "PRINTS- 

By  Appointment  Only 
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An  important  Chinese  1 2-fold  "tete  de  negre'  coromandel  lacquer  screen,  one  side  decorated  with  exotic 
birds  perched  among  flowering  trees  and  shrubs  against  a  rocky  background  within  borders  with  landscape 
fanshaped  reserves  above  and  mythic  beasts  below  surrounded  by  a  stylised  key  pattern  border;  the  other 
side  with  a  palace  scene  with  pavilions  in  a  garden  and  figures  engaged  in  various  pursuits  interspersed  w  ith 
trees  and  cloud  scrolls,  at  the  left  an  extensive  dedicatory  inscription,  the  border  w  ith  vases  and  baskets  of 
flowers  and  other  domestic  items. 
Chinese  late  Chien  Lung  (3rd  quarter  1 8th  centui  \  . 

Each  leaf  9ft  4ms  X  ift  b^ins  |  1 8ft  gins  long  overall). 

From  the  collection  of  the  late  Winnifreda,  Countess  of  Portarlington. 


ASPREY  &•  COMPANY  LIMITED,  165-169  NEW  BOND  STREET,  LONDON  W1  Y  OAR.  TEL:  01-493  6767 

alternative  entrance  at  22  Albemarle  Street.  London  W1 
Telegrams:  Culleus  London  Asprey  S  A  Geneva.  40  rue  du  Rhone.  Geneva  Telex:  25110 

Telephone  28-72-77 


HEIM 

100  American  Drawings 

Loan  Exhibition  from  the  collection  of 

JOHN  DAVIS  HATCH 

15th  October  -  12th  November  1976 

Heim  Gallery, 
Tel:  01-493  0688  59,  Jermyn  Street,  St.  James's, 

London,  SW1Y  6LX 

Open  Mondays  to  Fridays  10.00  -  5.30 
Entrance  30p       Students  lOp       Catalogues  £1.50 


J.  &  H.  HARDEN 

ANTIQUAIRES 


St.  John  The  Evangelist  -  Walnut  -  Burgundian  circa  1450       46  cm  (18i")  x  45  cm  (17f) 

EARLY  EUROPEAN  SCULPTURES  ■  FURNITURE  1  OBJECTS  1  WORKS  OF  ART 

62  TREMELOBAAN,  2850  KEERBERGEN,  BELGIUM.  Telephone:  015  512646 
Clients  met  by  car  at  Brussels  International  Airport  (15  mins.) 


Cables:  Heimgal 
London 
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An  exceptionally  fine  Chippendale  period  centre 
pedestal  desk,  fitted  with  drawers  on  one  side  and  two 
cupboards  on  the  reverse,  these  and  the  two  ends  with 
shaped  astragal  mouldings.  The  whole  surface  faded 
to  a  mellow  grey-golden  colour.  The  piece  retains  its 
original  handles.    Circa  1765 

Length  58*  inches  149  cms. 
Depth  36  inches  92  cms. 
Height  30  inches       76  cms. 

Left  A  view  of  the  reverse  side  of  the  desk. 


NOTE:  This  is  one  of  several  18th  Century  desks 
currently  in  stock. 


}Q>  ormanjH>amg 

8-10  HANS  ROAD,  KNIGHTSBRIDGE, 
LONDON,  S.W.3.       Telephone:  01-589  $i*(>\l 

Member  of  the  British  Antique  Dealers'  Association 


fantasia  in  the  Middle  Kingdom 
An  Exhibition  and  Saie- 
Septennber  15-October30 


UNIQUE...acreditcard 

for  financing  ART  purchases! 


Now,  as  an  ArtO  edir~iax<\  holder, 
you  can  buy  art.  antiques  or  crafts  on 
payment  terms  for  as  long  as  five  years. 

■  For  the  first  time,  through  FinanceAmerica.  a 
BankAmerica  Financial  Service  Company,  and 
the  International  Art  Credit  Company,  a  credit 
line  of  $500  to  $1,000,000  or  more  may  be  ex- 
tended to  private  and  corporate  collectors  and 
museums  to  conveniently  purchase  Registered 
and  Certified  art  and  antiques  from  authorized 
dealers. 

■  Only  the  ARiCredit  card  offers  the  conve- 
nience of  Art  Financing,  enabling  you  to  buy 
art  easily,  with  complete  safety  and  confidence, 
whether  you  buy  for  investment  or  enjoyment. 

■  With  each  ARjCredit  card  purchase  you  will 
be  provided  with  The  International  Art  Registry 
Ltd.  insured  Certificates  of  Registration  (pos- 
itive identification).  Authenticity.  Ownership 
and  Value. 

■  IAR  Registration,  a  computerized,  patented 
method  of  "•fingerprinting""  works  of  art  (a  re- 
quisite for  Art  Financing)  has  proven  to  be  a 
deterrent  to  theft  at  a  time  when  art  thefts  have 
reached  epidemic  proportions. 

■  IAR*s  Certificate  of  Authenticity,  Ownership 
and  Value  (also  a  requisite  for  Art  Financing) 
protects  the  holder  of  the  Certificate  if  the  work 
of  art  is  not  as  stated,  or  if  title  or  ownership  is 
not  as  stated,  secured  by  insurance  companies 
with  assets  of  over  100  million  dollars. 

■  An  additional  service  to  ARTCredit  card  hold- 
ers is  the  unlimited  use  of  a  toll-free  telephone 
number  to  obtain  up-to-date  information  on 
price  ranges  of  art  and  antiques. 


APPLICATION 
REQl  EST 

for  the  Unique 
Art  Credit  Card 


iNIhRNAl  IONAL  Ar  1 
(  ri  MT Co.  Ltd. 
I  1  I  John  Street 
New  York.  N  Y.  I00'8 
Gentlemen : 


— 0 


I  1  Please  send  me  an  application  form  for 
I  1  thi 


ihe  ARiCrcdtt  card.  Enclosed  is  a  check  or 
money  order  for  $25.00  for  my  annual 
membership.  !  undersiand  lhat  this  will  be 
refunded  in  the  event  of  non-qualification. 
For  Dealers:  Please  send  us  information  on 
how  to  become  an  authorized  dealer  in  order 
to  provide  Art  Financing  for  our  clients. 


Name 


Title 

□  Museum 

□  Dealer 

□  Collector 

Address 

<■  1076 


City.  State.  Zip_ 


pnoto  by  Ambur  Hiken 


Jadeite  Rhyihon  A  dragon  on  a    carp  passing  thru  lhe  dragon  gale 
Fet  Isui  in  greens,  while,  and  lavender  Tao  Kuang.  1820-1850  Height 
including  stand  8  inches 

E<2J  FRANKEL 

at  RICHIE^  0RIENTAL  ART 

680  Fifth  Avenue,  New  York,  New  York  1 0019 
(Between  53rd  &  54th Streets)       541  -7659 
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alain  moatti  fine  works  of  art  77  rue  des  st  peres  75006  paris  tel  222  91  04 

Qe  hionnaici  intornatinnalo  Hoe  a  n  +  i  n  i  i  a  i  roc  nranH   nalaic  naric  c+nnH    no  P>  9 


4  mMk. 


FRANK  CARO 
GALLERY 


41  EAST  57th  ST.,  NEW  YORK,  N.  Y.  10022 
(212)  PL  3-2166 


In  Bruton  Street 

Algernon 
Asprey 

A  fine  walnut  card  table  of 
the  George  I  period,  the 
baize  lined  top  with  candle- 
stands    and    guinea  wells 
outlined  with  chequer  band- 
ings, and  with  a  drawer  in 
the    frieze;    supported  on 
cabriole  legs  hipped  at  the 
knee  and  carved  with  shells 
and  foliage,  terminating  in 
claw  and  ball  feet. 
Circa  1720 
Length:  37" 
Depth:  18" 
Height:  28" 


NE:  01-629  2608.  "CABLES:  ALGYASPREY  LDN.  TELEX:  21142 
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with  excellent  pieces 
from  the  16th  to 
the  19th  century- 


For  the  exhibition  we 
have  issued  a 
catalogue  with  nearly 
150  coloured 
pictures,  which  is  available 
for  DM  30,-. 


TH.  LAURENTIUS 

old  master  prints  and  drawings 


OENSELSESTRAAT  15-17  :  ZALTBOMMEL 

THE  NETHERLANDS 

Telephone  04180-3515 


DSmSlS  antiquites 

51/53,  rue  de  la  Longue  Haie 
1050  BRUXELLES 
Tel.  :  647.29.74 


JAPANESE  LACQUER 
CABINET  Circa  1820 

Black  and  Gold  Lacquer 
Pewter  Inlays. 

Height  35  in.  Width  36  in. 
Depth  15  in. 
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By  Appointment 
Antiquaries  of  Chinese  Art 
II K R  LATf  Majesty  Quu  \  MARY 


By  Appointment 
Antiquaries  of  Chinese  Art 
to  H.M.  Queen  Elizabeth 
the  Queen  Mother 


By  Appointment 
Antiquaries  of  Chinese  Works  of  Art 
to  iiis  la  1 1  Majesty  the  Kino  of  Swe hi  > 


JOIIX  SPAItKS 


LIMITED 


Cfnnesie  Wovksi  of  art 


A  Chinese  painting  in  monochrome  heightened 
with  white,  on  paper,  of  a  spotted  deer  in 
a  landscape  with  pine  and  bamboo. 


Dated  1743 


125  cms.  x  75  cms. 


128  MOUNT  STREET,  LONDON  W1Y  5HA 

Telephones:  01-499  2265  &  1932 


fhf  Ader,  Picard  Tajan 

Auctioneers  in  Paris 

The  BRANDT  Collection  -  Geneva 

OBJETS  D'ART  AND  FINE  XVIIIth  and  XlXth  CENTURY  FRENCH  FURNITURE 
OLD  MASTER  DRAWINGS  AND  PAINTINGS  -  MODERN  PAINTINGS 
OBJETS  D'ART  FROM  THE  FAR  EAST 
OLD  AND  MODERN  BOOKS 

The  Auction  Sale  will  be  held  in  Geneva  (Switzerland) 
"Les  Crets  d'Arve"  135  route  de  Florissant,  1231  Conches/Geneva 

on  Monday,  1  ith  and  Wednesday,  13th  October  at  2.15  p.m. 

by  Me  Henri  SCAGLIOLA,  Huissier  judiciaire 
6,  rue  de  la  Rotisserie,  GENEVA  (Tel.  022/28  60  77) 

in  the  presence  of  Mes  ADER  PICARD  TAJAN,  Associated  Auctioneers 
12,  rue  Favart,  75002  PARIS  (Tel.  742.68.23) 
Attended  by  MM.  B.  and  J.  P.  Dillee,  A.  Pacitti,  P.  Antonini,  G.  Portier,  Experts 

Exhibitions  on  the  premises 
on  Saturday,  9th  and  Sunday,  10th  October  from  10  a.m.  to  6  p.m. 

CORRESPONDENT  IN  SWITZERLAND:  ART  PROMOTION  S.A.    LAUSANNE-PALACE  GRAND-CHENE  9  -  1003  LAUSANNE  -  Tel.  (021)  23.12.34  et  20.37.11 

Mes.  ADER  PICARD  TAJAN  -  12,  RUE  FAVART  PARIS  2  -  Tel.:  742.68.23  -  Cable:  ADERPICAR-PARIS 


Phillips 


William  Strickland  and  Joseph  Halfpenny,  AJView  Down  the 
Potomack,  From  the  Junction  of  the  Cohongoronta  and  the 
Shenandoah  in  Virginia.  Signed  and  inscribed:  'sketched, 
(June  1795)  by  William  Strickland,  Esq.,  and  finished  by 
Joseph  Halfpenny  1796'. 

Pencil  and  Coloured  washes       46  cm.  x  63  cm. 


William  [Strickland  and  Joseph  Halfpenny,  A  View  of  the 
Mineral  Springs  of  Ballstown  in  Kavaderossera  in  the  State 
of  New  York.  Signed  and  inscribed:  'sketched  Nov.  1794  by 
William  Strickland  Esq.,  and  finished  by  Joseph  Halfpenny 
1796'. 

Pencil  and  Coloured  Washes      46  cm.  x  63  cm. 


To  be  included  in  a  sale  of  Fine  Watercolours  and  Drawings  to 
be  held  at  Phillips  on  November  22nd  at  11  a.m. 

Phillips  the  Auction  People  since  1796.  7  Blenheim  Street, New  Bond  Street. London. W1Y  OAS. Telephone:  01-629  6602 

West  2.  i        [»Rd    BijtsPtLisson  Grove,    Jollys,  I  Old  King  St.   Midlands  The  Old  House    North  Hopper  House  Scotland  65  George  St, 

London  W '2  4BL       London  NW1  6UA         Bath.  Avon.  Knowle.West  Midlands.      17a  East  Parade. Leeds.  Edinburgh  LH2"2JL 

'lei:  01 221 5303      Tel:  01 723 1118  Tel:  0225  66201       Tel  056  45  6151  Tel:  0532  40029  Id  031 225  2266 

Members  of  the  Society  of  Fine  Art  Auctioneers. 


also  at  Dublin 
Geneva  and 
Montreal 
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/ D^WIS  shipping  Ltd. 

I    Do  You  Purchase  Antique  Items . . . 


Transportation  Specialists  in 
Antiques  &  Objects  d'Art 

Let  us  transport  your  selections  from  that  obscure 
little  backstreet  shoppe  in  Britain  or  on  the  continent 
to  your  home.  For  that  matter,  let  our  "Hot  Line" 
service  expedite  your  San  Francisco  and  Los  Angeles 
deliveries.  Nothing  too  small/large. 

Michael  Davis 

Shipping  Offices  serving 
London,  Paris,  San  Francisco,  Los  Angeles 
4725  Alia  Road 
Los  Angeles,  California  90066 
Call  Collect:  (213)  822-5046 


H.  POLLOCK 


And 

Associates 


PAIR  OF  EXCEPTIONALLY  RARE  MULT1  COLORED  PAINTED 
CHINESE  PANELS  CIRCA   1840.  2o'x3'EACH  PANEL 
ANTIQUE  SERAPE  9*X  12* 
JACOBEAN  LIGHT  OAK  SIDEBOARD   CIRCA  1680 


Helene  Pollock 
(213)  659-2525 


703  North  La  Cienega  Boulevard 
Los  Angeles,  Ca.  90069 


— illii 

-  '-   ■  -Mi 

f  ■  -  - 

f 

18th  Century 
New  England 
Maple  Highboy. 
71  "overall  height. 


1295  COAST  VILLAGE  ROAD 
SANTA  BARBARA,  CA  93108 

(805)  969-3337 
ANTIQUES  •  INTERIOR  DESIGN 


BILL 
CORNFIELD 
GALLERY 


L.  H.  Selman's 


"PAPERWEIGHTS 
FOR  COLLECTORS 


5  9 


A  spectacular  new  book  with  225  full  color  photo 
first  time  an  illustrated  history  and  identification  guide  for  antique 
and  modern  paperweights.  Send  $27.50.  Postage  paid  by  publisher. 

L.  H.  SELMAN  LTD 

Paperweight  Specialists 

407  Cliff- Street  Suite  4.  Santa  Cruz,  Calif.  95060 
(408)427-1177  


17TH  AND  18TH  CENTURY  ANTIQUES  OF  THE  FINEST  QUALITY 
ALSO,     19TH     CENTURY     COLLECTION     OF    AMERICAN  PAINTINGS 

RICHARD  YEAKEL  ANTIQUES 

1 175  So.  Coast  Hwy.  •  Laguna  Beach,  Ca.  92651  •  (7 1 4)  494-5526 


"Going  to  the  Fair" 
Robert  Kemm 
Canvas  size  -  40"  x  50"  -  cm.  1 02  x  1 27 
Outside  frame  -  47 "  x  57  "-cm.  120x145 


"In  Toronto" 
Fine  Paintings  by 
recorded  artists 


including  works  by: 

H.  Andrews,  Berne  Belecour,  Sir  Frank  Brangwyn,  R.A.,  F.  A.,  Bridgman, 

Arnesby  Brown,  R.A.,  J.  B.  Burgess,  A.  de  Breanski,  Philip  H. 

Calderon,  D.  Y.  Cameron,  Ivan  Choulste,  F.  C.  Compte, 

E.  Detaille,  P.  C.  Dommersen,  Jules  Dupre,  Dietz  Edzard,  Augustus 

Egg,  Suzanne  Eisendieck,  R.  Ernst,  Th.  Frere,  Frederick  Goodall,  R.A., 

Paul  Grolleron,  J.  J.  Henner,  Joseph  Highmore,  W.  Lee  Hankey, 

Chas.  Jacque,  Dame  Laura  Knight,  Ridgway  Knight,  Carl  Kronberger, 

Sir  Edwin  Landseer,  L.  Lassalle,  B.  W.  Leader,  A.  A.  Lesrel, 

Jonas  Lie,  T.  M.  F.  Lybaert,  Constantin  Makovsky,  Han  van  Meegeren, 

Franz  Moormans,  Adrien  Moreau,  H.  H.  Parker,  Ch.  Pecrus, 

Sidney  Percy,  B.  Pothast,  Allan  Ramsey,  Antonio  Reyna,  Lucio  Rossi, 

Ferdinand  Roybet,  W.  Dendy  Sadler,  Eisman  Semenowsky, 

Wm.  Shayer,  Sr.,  Charles  Towne,  F.  W.  Watts,  Felix  Ziem  and  others. 


FREDERICK  THOM  GALLERIES 

194  Bloor  Street  West 
(just  west  of  Park  Plaza  Hotel) 
Toronto  M5S  1TB,  Canada 

Telephone:  416-921  3522 
Area  Code:  416 


27  MOUNT  STREET 
MAYFAIR 
LONDON  W.l 
Tel:  01-629  6448 

Members  of  the  B  A  D. A. 


H.  W.  KEIL  LTD. 


A  superb  satin  wood 
lady's  dressing  table 
with  lift-up  top  fitted 
with  cupboards  below: 
in  perfect  condition 

Length  3'  3".  Depth  2' 
Height  2'  8" 

at 


TUDOR  HOUSE 
BROADWAY 
WORCS. 
Tel:  038-681  2408 


Established  over  50  years 


i 

"V- 


Specialists 
in 

Fine  Oak  &  Walnut 


Originators  of  the  famous  Keil's  wax  polish 
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established  1823 
Court  Jewellers 


49 


A  fine  early  Queen  Anne  walnut  bureau  of  good  proportions.         TEL.  02/5388653 
(circa  1705) 


MICHAEL 
VOGGENAUER 

PAINTINGS  &  DRAWINGS 


Theodor-Heuss-Ring  10 
5000  Cologne  1 
Tel.  12  22  78 


8  Burton  Mews 
South  Eaton  Place 
London  SW1 
Tel.  730  3504 


by  appointment 


Charles  Anijrand  (1854-1926)  V Apparition  aux  Brrgrrs  signed  and  dated  : 
Ch.  Angrand  '94,  charcoal,  94  x  70  cm 
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"Charles  II  YORK  1664.  Quart  lidded  tankard,  with 
superb  contemporary  armorials.  Maker  Marmaduke 
Best.  23  ozs  7  dwts,  height  5\"  diameter  of  base  5". 
extremely  well  marked.  We  also  have  in  stock  several 
other  important  pieces  of  this  period,  including  a  3\  pint 
lidded  tankard  of  1671  with  Lion  Couchant  thumbpiece 
and  scrolling  decoration,  early  footed  salvers,  and 
candlesticks  of  1693." 

We  specialise  in  early  Spoons,  and  at  present  have  a  selec- 
tion from  1550  till  1710  in  stock,  including  several  rare 
Provincial  Spoons.  Details  on  request.  We  are  always  looking 
at,  and  buying,  early  Spoons,  and  would  be  pleased  to  have 
the  opportunity  of  making  you  an  offer,  should  you  wish 
to  sell. 


^ames  &  Sonnor 

^Denn  oKome,   ^Denn,  Qhurchdtow, 


^Kear  Hincjdlridae 


ae,   ^Devon.    ue(,   £oddi6we(l  254 


Christie's 


Holland 


At  the  Singer  Museum,  Laren 


Other  sales  in  Holland 

Monday,  October  18  at  1.30  p.m. 
Glass,  Ceramics,  Chinese  and 
Japanese  Porcelain 

Monday,  October  18  at  4.30  p.m. 
Delft 

Monday,  October  18  at  7.30  p.m. 
Fine  Wines 

Tuesday,  October  19  at  11  a.m. 
Egyptian  and  Near  Eastern 
Antiquities 

Wednesday,  October  20  at  10.30  a.m., 

2.30  p.m.  and  7.30  p.m. 

Fine  Dutch  Pictures,  Drawings  and 

Watercolours 

Thursday,  October  21 

at  10.30  a.m.  and  2.30  p.m. 

Fine  Dutch  Tiles 

Friday,  October  22  at  10  a.m. 
Pewter,  Bronze  and  Metalwork 

Friday,  October  22  at  2.30  p.m. 
Furniture  and  other  Objects  of  Art. 


Tuesday,  October  19 

at  3.30  p.m.  and  7.30  p.m. 

Fine  Dutch  Silver 


Documentary  silver-gilt  ewer 
by  Adam  van  Vianen,  Utrecht,  1614, 
10  in.  (25.5  cm.)  high. 


For  further  information  and  catalogues,  please  contact  our 
representative  in  Amsterdam  at  the  address  below: 

Mrs.  Angeline  Thole,  Christie,  Manson  &  Woods  Ltd.,  91  Rokin,  Amsterdam 
Tel :  230720  or  240999,  Cables :  Christiart,  Amsterdam    Telex :  Amsterdam  15758 


Christie's 


Geneva 


At  the  Hotel  Richemond 

Monday,  November  8  at  3  p.m.  and  8  p.m. 

Fine  Clocks  and  Watches 


The  celebrated  Marine  Time-Keeper,  known  as  'Green',  by  Thomas  Mudge,  a.d.  1 777,  A\  in.  (1 1 .5  em.)  diam. 


Illustrated  catalogue  (£6-50  $11-50  post  paid) 
All  sales  subject  to  the  conditions  printed  in  the  catalogues. 


Christie's 


in 


Geneva 


At  the  Hotel  Richemond 

Tuesday,  November  9  at  6  p.m.  and  9  p.m. 


Important 
Silver 


German  silver-gilt  model 
of  a  bear, 

by  Hans  auf  der  Burg, 
Nuremberg,  c.  1600, 
7£  in.  (19  cm.)  high. 


Group  of  German  silver-gilt  tankards,  17th  century. 

Illustrated  catalogue  £6-50,  $11  -50  post  paid 
All  sales  subject  to  the  conditions  printed  in  the  catalogues. 


Christie's 


in 


Geneva 


At  the  Hotel  Richemond 

Wednesday,  November  10  at  6  p.m.  and  9  p.m 

Important  Works  of 
Art  by  Carl  Faberge, 
Russian  Silver,  Niello 
and  Enamels 


Silver-gilt  and  cloisonne  enamel 
three-handled  vase, 

by  Ovtchinnikov,  1 1  in.  (27.5  cm.)  high. 


Silver-gilt  and  cloisonne  enamel  kovsh, 
by  Carl  Fabergd, 
104  in.  (26  cm.)  long. 


Composite  enamelled  gold  clock  and  miniature  frame, 
by  Carl  Faberge, 
workmaster  Michael  Perch  in, 
8  in.  (20  cm.)  high. 


Catalogue  (35  plates,  including  9  in  colour)  £5,  $8.50  post  paid. 
All  sales  subject  to  the  conditions  printed  in  the  catalogues. 


Christie's 


in 


Geneva 


At  the  Hotel  Richemond 

Thursday,  November  11  at  10  a.m.,  3  p.m.  and  8  p.m. 

Highly  Important  Jewels 


■  i 


Selection  of  emerald  and  diamond  jewellery  including: 
Circular  brooch,  by  Tiffany. 
Twin  emerald  and  sapphire  ring,  by  Cartier. 
Rectangular-cut  emerald  ring,  signed  by  Bulgari. 


Catalogue  (110  plates,  including  22  in  colour)  £8.50  $75  post  paid. 
All  sales  subject  to  the  conditions  printed  in  the  catalogues. 


Christie's 


Geneva 


At  the  Hotel  Richemond 

Friday,  November  12  at  10  a.m.  and  3  p.m. 


the  ewer  9  in.  (22  cm.)  high. 
Meissen  armorial  tankard  with  the  basin  ,  3  jn  (32  cm  }  hjgh 

silver-gilt  mounts, 

after  G.  P.  Rugendas, 

8  in.  (20.5  cm.)  high. 

Catalogue  (27  plates,  including  6  in  colour)  £6'50  %H  50  post  paid 
All  sales  subject  to  the  conditions  printed  in  the  catalogues. 


For  further  information  and  catalogues, 
please  contact  our  representatives  in  our  Geneva  office 

Dr.  Geza  von  Habsburg,  Hans  Nadelhoffer,  Christie's  (International)  S.A., 
8  Place  de  la  Taconnerie,  1204  Geneva,  Tel:  28  25  44,  Cables:  Chrisauction,  Geneve, 

Telex :  Geneva  23634 


Friday,  November  5 


Fine  Eastern  Rugs 
and  Carpets 


North  West  Persian  tree  carpet, 
17th/l  8th  century, 
20  ft.  10  in.  by  8  ft.  Sin. 
(6m.  34.8  cm.  by  2  m.  64  cm.). 


Catalogue  (11  plates,  including  3  in  colour)  55p,  $/  post  paid. 
All  sales  subject  to  the  conditions  printed  in  the  catalogues. 


Friday,  November  12 

Modern  British  and  Irish 
Pictures,  Drawings 
and  Sculpture 


The  Properties  of 

Robin  Campbell,  Esq.,  D.S.O. 

Major  D.  P.  J.  Lloyd 

J.  F.  Ormond  Esq. 

and  others 


John  Singer  Sargent,  R.A.: 

Study  for  a  portrait  of  Mrs.  Hugh  Hammersley, 

signed  and  dedicated  'To  Henry  Tonks', 

33  in.  by  21  in.  (83.8  cm.  by  53.3  cm.). 


1™ 


John  Singer  Sargent,  R.A. : 

The  interior  of  Santa  Maria  la  Blanca,  Toledo, 

on  panel,  13|  in.  by  10J  in. 

(34.8  cm.  by  26  cm.). 


Catalogue  {34  illustrations)  £1.50,  $2.50  post  paid 
All  sales  subject  to  the  conditions  printed  in  the  catalogues. 


Our  representatives  in  America : 
New  York:  Perry  T.  Rathbone,  Christopher  Burge,  Stephen  Massey,  1  i ancois  Curicl. 
867  Madison  Avenue,  New  York,  N.Y.  1 002 1.  Tel:  (212)  7440.417. 
Telex:  New  York  620721.  Cables:  Chriswoods,  N.Y. 

8  King  Street  St.  James's  London  swiy  6QT 

Telegrams:  Christian  London  SW1    Telephone:  (01)  839  9060    Telex:  916429 


CAMDEN  TOWN  RECALLED 
an  exhibition  illustrating 
the  history  of  the  Fitzroy 
Street  Group  and  the  formation 
of  the  Camden  Town  Group 
(illus.  cat.  with  introduction 
and  notes  by  Wendy  Baron  ^2.00 
plus  postage) 

14  October  -  12  November  1976 
(ami  at  the  Graves  Art  Gallery, 
Sheffield  19  Nov-2  Dec) 

1876 

CENTENARY  jgyg 

The  Fine  Art  Society  Ltd 

148  New  Bond  Street 
London  WIY OJT 
01-629  5116 


W.  R.  SICKERT,  1860-1942,  The  Ne  w  Home 
Oil  on  Canvas,  20  x  16 
Signed  'Sickert'  bottom  left 

Exhibited:  N.E.A.C.  Summer  1908  (59);  Graves  Art  Gallery, 

Sheffield  1957,  Sickert  retrospective  (97);  Arts  Council 
1960,  Sickert  centenary  retrospective  London, 
Southampton  and  Bradford  (123) 


ESTABLISHED 
1918 


Max  Webber 


CO.  INC 


ANTIQUES 

EAST  STREET 
MIDDLETON,  MASSACHUSETTS  01949 


TELEPHONE 
617-774  '785 
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GALERIE  KOLLER 

8001  Zurich    Ramistrasse  8    Tel.  01/47  5040    Telex  58500 


Joan  Miro,  geb.  1893 
«Le  vol  d'un  oiseau  sur  la  plaine»,  1939. 
Ol  auf  Leinwand,  signiert.  81  \  100  cm. 
Literatur:  Dupin  Nr.  521. 


AUKTIONEN  OKTOBER/NOVEMBER  1976 


GALERIE 

8001  Zurich    Ramistrasse  8 


Giovanni  Giacometti  (Stampa  1866-193  3  Glion). 
Lesender  J  tingling,  1910.  Bildnis  von  Zacharias  Giacometti. 
Ol  auf  Lwd.,  monogrammiert  und  datiert.  61x50  cm. 
Provenienz:  Prof.  Z.  Giacometti. 

IMPORTANT 
AUCTION  SALES 

November  4th  through  20th,  1976 

Preview  October  21st  through  November  2nd,  daily  from 
10  a.m.  to  10  p.m.  On  Sundays  from  10.30  a.m.  to  10  p.m. 
On  Tuesday,  November  2nd,  last  day  of  exhibition,  from 
10  a.m.  to  6  p.m. 

After  November  2nd,  until  the  day  of  the  sale,  appointments 

may  be  made  for  private  viewing. 

The  property  of  various  owners,  including: 

Property  from  the  estate  of  ambassador  Max  Arnolds, 

Vevey:  Collection  of  Oriental  Works  of  Art,  tsubas,  ceramics, 

books. 

Property  from  a  chateau  in  Switzerland: 
Parisian  furniture,  bracket  clocks,  fire  arms. 
Property  from  the  estate  of  professor  Zacharias  Giaco- 
metti, Zurich:  Collection  of  pictures  by  Swiss  and  other 
masters  and  modern  graphic  art. 

We  are  selling  by  auction: 

Important  paintings  of  the  1 5  th  to  the  20th  century :  Bellini, 
Lucas  Cranach,  de  Chirico,  Derain,  Flegel,  van  Gogh,  Hofer, 
Kirchner,  Kisling,  Lenbach,  Liotard,  Mane-Katz,  Marini, 
Marquet,  Matisse,  Miro,  Monticelli,  Vallotton,  Vernet, 
Vlaminck,  Voltz,  Vuillard,  etc. 

Important  works  by  Dutch  masters  of  the  17th  centurv: 


JOHANN  HEINRICH  FuSSLI  (1741-1825). 

Bildnis  der  Mrs  Otway  Cave,  1 820-1 825.  Ol  auf  Lwd. 
91,5x71,1  cm. 
Literatur:  Gert  Schiff,  Werkverzeichnis  Nr.  1506. 


P.  van  Asch,  F.  Francken  d.  J.,  W.  van  Herp,  Hulsdonc 
A.  Keirincx,  J .  M.  Molenaer,  P.  Mulier,  A.  van  der  Neer,  E.  vj 
der  Poel,  A.  Pynacker,  M.  Ryckaert,  W.  Schellinks,  J.  Schoc 
H.M.Sorgh,  A.  Storck,  J.  van  Thielen,  A.  van  Utrecht,  Vl 
boom,  T.  Verhaecht,  R.  van  Vries,  J.  a  Winghe,  J.Wyck,  el 
Large  collection  of  Swiss  painters:  Amiet,  Barraud,  Bock. 
Bosshard,  Bullinger,  Dietrich,  Fiissli,  Augusto  and  Giovarl 
Giacometti,  Gimmi,  Gubler,  Hodler,  Kundig,  Morgenthal" 
Wolff,  Wiist,  etc. 

Important  collection  of  modern  graphic  art:  Chagall,  Corjj 
Feininger,  Heckel,  Barbara  Hepworth,  Kokoschka,  MatisJ 
Miro,  Moore,  Picasso,  Rouault,  da  Silva.  Swiss  Artists. 
Rare  French  furniture  of  the  18th  century,  many  pie<| 
signed.  Mirrors,  bronzes.  Outstanding  bracket  clocj 
and  cartels,  clocks,  scientific  instruments  of  the  1 6th  J 
the  1 8th  century.  Important  collection  of  fire  arm 
Pewter.  Art  nouveau.  Large  collection  of  rugs  and  cA 
pets,  tapestries.  European  porcelain  and  faience.  ItaliJ 
majolica.  Miniatures.  Old  and  modern  silver. 
Important  jewels. 

Oriental  art:  Important  jade  collection,  tsubas,  inn] 
ivories,  netsukes,  snuffbottles,  Chinese  and  Japanese  scuil 
ture. 

Outstanding  collection  of  Tibetian  bronzes,  thankas  aj 

ritual  objects. 

Indian  stone  sculpture. 

Early  ceramics,  Ming  and  Ch 'ing  porcelain. 
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E5DEUTENDE 
pKTIONEN 

I  4.  bis  20.  November  1976 

besichtigung  taglich  vom  21.  Oktober  bis  2.  November, 
hgehend  von  10  bis  22  Uhr.  Dienstag,  2.  November, 
;r  Ausstellungstag,  von  10  bis  18  Uhr.  Sonntag,  24.  und 
;  )ktober,  von  10.30  bis  22  Uhr.  Nach  dem  2.  November 
:um  jeweiligen  Auktionsdatum  konnen  die  Objekte  auf 
inbarung  besichtigt  werden. 

hlass  Prof.  Zacharias  Giacometti,  Zurich:  Samm- 
von  Schweizer  Gemalden  und  Grafiken. 
jnventar  eines  Neuenburger  Schlosses:  Teppiche, 
>el,  Waffen,  Uhren,  Objets  d'art. 

;hlass  Botschafter  Max  Arnolds,  Vevey:  Bedeutende 
mlung  von  Tsubas,  Asiatische  Kunst,  Porzellane,  Biicher. 
hlass  eines  Textilindustriellen,  St.  Gallen  :  Schwei- 
Vlobiliar,  Grafik,  Gemalde. 

versteigern: 

iEutende  Gemalde  des  15.  bis  20.  Jh.,  darunter:  Bellini, 
as  Cranach,  de  Chirico,  Derain,  Flegel,  van  Gogh,  Hofer, 
:hner,  Kisling,  Lenbach,  Liotard,  Mane-Katz,  Marini, 
•quet,  Matisse,  Miro,  Monticelli,  Vallotton,  Vernet, 
minck,  Voltz,  Vuillard  u.a. 


Viele  hervorragende  Werke  Niederlandischer  Meister 
des  17.  Jh.  wie:  P.  van  Asch,  F.  Francken  d.  J.,  W.  van  Herp, 
Hulsdonck,  A.  Keirincx,  J.  M.  Molenaer,  P.  Mulier,  A.  van 
der  Neer,  E.  van  der  Poel,  A.  Pynacker,  M.  Ryckaert,  W.  Schel- 
links,  J.Schoeff,  H.M.Sorgh,  A.Storck,  J.  van  Thielen, 
A.  van  Utrecht,  Verboom,  T.  Verhaecht,  R.vanVries,  J.  a 
Winghe,  J.  Wyck  u.a. 

Sowie  schone  Werke  von  Schweizer  Meistern,  darunter: 
Amiet,  Barraud,  Bocion,  Bosshard,  Bullinger,  Dietrich, 
Fiissli,  Augusto  und  Giovanni  Giacometti,  Gimmi,  Gubler, 
Hodler,  Kiindig,  Morgenthaler,  Wolff,  Wiist  u.a. 
Wichtige  Kollektion  moderner  Grafik:  Chagall,  Corot, 
Feininger,  Heckel,  Barbara  Hepworth,  Kokoschka,  Matisse, 
Miro,  Moore,  Picasso,  Rouault,  da  Silva.  Schweizer  Kunst- 
ler  wie  Amiet,  M.  Barraud,  Epper,  FIS,  Alb.  Giacometti, 
G.  Giacometti,  Gimmi,  Gubler,  Alb.  Mulier,  Pauli,  Schiirch, 
Wiemken. 

Hervorragendes,  teils  signiertes  Franzosisches  Mobiliar 
des  18.  Jh.  Burgerliches  Mobiliar  des  18.  Jh.,  Spiegel, 
Bronzen.  Prunkpendulen  und  Cartels  sowie  Uhren  und 
wissenschaftliche  Instrumente  des  15.  bis  19.  Jh.  Wich- 
tige Sammlung  von  Feuer-  und  Stichwaffen.  Zinn. 
Jugendstil.  Teppiche  und  Wandteppiche.  Europaische 
Porzellane  und  Fayencen.  Italienische  Majolica.  Do- 
sen,  Miniaturen,  Antikes  und  Gebrauchs-Silber. 
Bedeutende  Juwelen. 

Umfangreiche  Helvetica-  und  Bucher-Sammlung. 

Asiatica:  Bedeutende  Jadesammlung,  Inros,  Tsubas,  Netsu- 
kes,  Snuffbottles,  Elfenbein,  chinesische  und  japanische 
Plastiken.  Tibetica:  Bronzen,  Thankas  und  Ritualobjekte. 
Indische  Steinskulpturen.  Asiatische  Keramik. 
Sowie  viele  weitere  Antiquitaten  und  Objekte,  die  wir  un- 
limitiert  dem  Meistbietenden  zuschlagen. 


Kommode  Louis  XV,  Paris  um  1755,  signiert  L.  Boudin. 
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Ernst  Ludwig  Kirchner  (Aschaffenburg  1880-1938  Davos). 
Diinen  und  Meer,  Fehmarn,  191 3.  Ol  auf  Lwd.,  signiert.  91  x  121  cm. 
I  .iteratur :  D.  E.  Gordon,  Werkverzeichnis  Nr.  333. 
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Poudreuse  Louis  XV,  Paris  urn  1750,  signiert  I.Dubois. 


1  Paar  Fauteuils  a  tapisserie, 
Louis  XV,  Paris  um  1750,  signiert  Tilliard. 
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Lyonel  Feininger.  «Vorstadthauser».  Seidenkeschan,  4,5  x  3,1  m. 

Aquarell  und  Tuschfeder,  1 92 1 . 
Unten  links  signiert,  rechts  datiert.  27,2  x  20,4  cm. 


i 


Einige  Beispiele  unserer  bedeutenden  JuwELEN-Auktion. 
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Buddha  Amitayus. 
Vergoldete  Bronze. 
Nepalo-chinesischer  Stil,  ca.  16.  Jh.  H  35  cm. 


Der  Yidam  Guhyasamaja 
in  tantrischer  Einheit  mit  seiner  weiblichen  Entsprechun^ 
Vergoldete  Bronze,  Tibet,  ca.  17.  Jh.  H  32  cm. 
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Beispiele  unserer  Sammlung  bedeutender  asiatischer  Keramik. 
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Tobias  Verhaecht  (i  561  Antwerpen  163 1 ). 
Ol  auf  Lwd.  152,5  x  113,5  cm.  Gutachten  Dr.  Walther  Bernt. 


Georg  Flegel  (Olmiitz  1 566-1638  Frankfurt). 
Ol  auf  Holz,  auf  der  Messerklinge  monogrammiert.  39,2  x  47  cm. 
Gutachten  Prof.  Dr.  W.J.  Muller  und  Dr.  Walther  Bernt. 
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1  Paar,  Cartel  und 
Barometer,  Lours  XVI, 
Paris,  Bronze  vergoldet. 


Automaten-Spieluhr,  Augsburg,  datiert  1627. 
Ebenholz  mit  Silberverzierungen.  Gehause  mit 
Beschauzeichen  und  signiert  Eberl 
(Christoph  Ulrich  1 580-1634). 


1  Paar,  Cartel  und 
Barometer,  Louis  XVI, 
Paris,  Bronze  vergoldet. 


IMPORT  ANTES  VENTES 
AUX  ENCHERES 

du  4  au  20  novembre  1976 

Exposition  du  21  octobre  au  2  novembre,  tous  les  jours  de 
10.00  a  22.00  heures.  Mardi,  2  novembre,  dernier  jour  de 
l'exposition,  de  10.00  a  18.00  heures.  Dimanches,  24  et  31 
octobre,  de  10.30  a  22.00  heures. 

Apres  le  2  novembre  et  jusqu'au  jour  de  la  vente,  les  objets 
peuvent  etre  vus  sur  rendez-vous. 

Succession  de  l'ambassadeur  Max  Arnolds,  Vevey:  col- 
lection d'art  d 'Extreme-Orient,  tsubas,  porcelaines,  livres. 
Partie  de  l'inventaire  d'un  chateau  de  la  Suisse  ro- 
mande:  mobilier  parisien,  pendules,  armes,  objets  d'art. 
Succession  du  Prof.  Zacharias  Giacometti,  Zurich: 
collection  de  tableaux  de  maitres  suisses  et  autres  et  de  gra- 
vures  modernes. 

Succession  d'un  industriel  St-Gallois  :  tableaux,  mobilier 
Suisse,  gravures,  ainsi  que  differentes  collections  et  successions 
en  partie  de  provenance  princiere. 

La  vente  contiendra : 

Importants  tableaux  de  maitres  du  1 5eau  20e  siecle :  Bellini, 
Lucas  Cranach,  de  Chirico,  Derain,  Flegel,  van  Gogh,  Hofer, 
Kirchner,  Kisling,  Lenbach,  Liotard,  Mane-Katz,  Marini, 
Marquet,  Matisse,  Miro,  Monticelli,  Vallotton,  Vernet, 
Vlaminck,  Voltz,  Vuillard,  etc. 

Grande  collection  de  tableaux  de  1'ecole  hollandaise  du 
i7e  siecle:  P.vanAsch,  F.  Francken  d.  J.,  W.vanHerp,  Huls- 
donck,  A.Keirincx,  J.  M.  Molenaer,  P.  Mulier,  A.vander 
Neer,  E.  van  der  Poel,  A.  Pvnacker,  M.  Rvckaert,  W.  Schel- 


links,  J.SchoefT,  H.M.  Sorgh,  A.  Storck,  J.  van  Thielen, 
van  Utrecht,    Verboom,    T.  Verhaecht,    R.  van  Vries, 
Winghe,  J.Wyck,  etc. 
Beaux  tableaux  de  Maitres  Suisses:  Amiet,  Barraud,  Boci 
Bosshard,  Bullinger,  Dietrich,  Fiissli,  Augusto  et  Giovari 
Giacometti,  Gimmi,  Gubler,  Hodler,  Kiindig,  Morgenthal 
Wolff,  Wiist,  etc. 
Collection  de  gravures  modernes:  Chagall,  Corot,  F 
ninger,  Heckel,  Barbara  Hepworth,  Kokoschka,  Matis 
Miro,  Moore,  Picasso,  Rouault,  da  Silva.  Artistes  Suis 
comme  Amiet,  M.  Barraud,  Epper,  FIS,  Alb.  Giacomei  f 
G.  Giacometti,  Gimmi,  Gubler,  Alb.  Mulier,  Pauli,  Schiircl, 
Wiemken. 

Tres  beaux  meubles  et  sieges  francais  du  i8e  siecle  en  par; 
estampilles;  Important  mobilier  bourgeois  du  i7e  au  1^ 
siecle.  Rares  pendules  et  cartels,  horloges  et  instrument 
scientifiques  du  i5e  au  i9e  siecle.  Tapis  de  collection! 
d'usage.  Importantes  tapisseries.  Porcelaines  et  faiencI 

EUROPEENNES.  MaJOLIQUES  ITALIENNES.  BELLE  ARGENTERBj 

Art  nouveau.  Miniatures.  Importante  collection  d'aJ; 
mes  blanches  et  a  feu.  boites,  etains. 

T 

Importante  collection  de  bijoux. 
Gravures  suisses.  Livres. 

Art  asiatique  et  d'extreme-orient:  tsubas,  important 
collection  de  pierres  dures,  inros,  ivoires,  netsukes,  snu- 
bottles,  sculptures  chinoises  et  japonaises. 

■  1  'I 

Grande  collection  de  sculptures,  thankas  et  objets  rituels  pr- 

venant  du  Tibet. 

Sculptures  en  pierre  Hindoues. 

Ceramiques  anciennes,  porcelaines  des  epoques  Ml** 

ET  Ts'lNG. 

Ainsi  que  beaucoup  d'autres  objets  que  nous  mettrons  d 
vente  sans  prix  de  reserve. 
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tfPORTANTI 
ENDITE  ALL'ASTA 
IANTICHITA 

4  fino  al  20  novembre  1976 

[TE  informative  ogni  giorno  a  partire  dal  21  ottobre  al 
3vembre,  ininterrottamente  dalle  ore  10.00  fino  alle  ore 
0.  Martedi,  2  novembre  -  ultimo  giorno  d'esposizione  - 
;  ore  10.00  fino  alle  ore  18.00.  Domenica,  24  e  31  ottobre, 
;  ore  10.30  alle  ore  22.00. 

)o  il  2  novembre  fino  al  giorno  della  vendita  all'asta 
iamo  vedere  gli  oggetti  su  appuntamento. 
ditA  del  Prof.  Zacharias  Giacometti,  Zurigo:  colle- 
ie  di  dipinti  e  grafici  svizzeri. 

5NTARIO  PARZIALE  DI  UN  CASTELLO  DI  NEUCHATEL  :  tapped, 

)ilia,  arme,  orologi,  oggetti  d'arte. 

dita  dell'ambasciatore  Max  Arnolds,  Vevey  :  impor- 
e  collezione  di  tsubas,  arte  asiatica,  porcellane,  libri. 

ranno  messi  all'asta: 

3rtanti  pitture  del  1 5 0  al  2o°  secolo,  fra  queste:  Bellini, 
as  Cranach,  de  Chirico,  Derain,  Flegel,  van  Gogh,  Hofer, 
:hner,  Kisling,  Lenbach,  Liotard,  Mane-Katz,  Marini, 
quet,  Matisse,  Miro,  Monticelli,  Vallotton,  Vernet, 
ninck,  Voltz,  Vuillard,  ecc. 


Johann  Heinrich  Fussli  (1741-1825). 
s  Schweigen,  um  1799-1801.  Ol  auf  Lwd.  63,5  x  51,5  cm. 
Literatur:  Gert  Schiff,  Werkverzeichnis  Nr.  908. 


Tante  opere  eminenti  di  Maestri  Ollandesi  del  170  secolo, 
come:  P.  van  Asch,  F.  Francken  d.  J.,  W.  van  Herp,  Huls- 
donck,  A.  Keirincx,  J.  M.  Molenaer,  P.  Mulier,  A.vander 
Neer,  E.  van  der  Poel,  A.  Pynacker,  M.  Ryckaert,  W.  Schel- 
links,  J.  Schoeff,  H.M.Sorgh,  A.  Storck,  J.  van  Thielen, 
A.  van  Utrecht,  Verboom,  T.  Verhaecht,  R.  van  Vries,  ecc. 
Belle  opere  di  Maestri  Svizzeri,  fra  questi:  Amiet,  Barraud, 
Bocion,  Bosshard,  Bullinger,  Dietrich,  Flissli,  Augusto  e 
Giovanni  Giacometti,  Gimmi,  Gubler,  Hodler,  ecc. 
Importante  collezione  di  grafici  moderni:  Chagall,  Corot, 
Feininger,  Heckel,  Barbara  Hepworth,  Kokoschka,  Matisse, 
Miro,  Moore,  Picasso,  Rouault,  da  Silva.  Artisti  Svizzeri 
come  Amiet,  M.  Barraud,  Epper,  FIS,  Alb.  Giacometti, 
G.  Giacometti,  Gimmi,  Gubler,  Alb.  Mulier,  Pauli,  Schurch, 
Wiemken. 

Eminente  mobilia  francese,  in  parte  firmata,  del  180  secolo. 
Mobilia  rustica  del  1 8°  secolo,  specchi,  bronze.  Lussuosi 

OROLOGI  A  PENDOLO  e  CARTELS,  di  piu  OROLOGI  e  STRUMENTI 

scientifici  del  1 50  al  190  secolo.  Importante  raccolta  di 

ARME  A  FUOCO  ED  A  PUNTA.  PELTRO.  Art  DeCO.  TaPPETI  E 

arazzi.  Porcellane  europee  e  maioliche  di  faenza. 
scatole,  miniature,  argenteria  antica  e  di  uso.  llbri. 
Gioielli  importante  Helvetica. 

Asiatica  :  tsuba,  importante  collezione  di  giada,  inros,  avorio, 
netsukes,  snuffbottles,  sculture  cinesi  e  giapponesi. 
Tibetica:  Bronze,  thankas  ed  oggetti  rituali.  Sculture 
di  pietra  dell'India.  Ceramiche  antiche,  porcellane 
Ming  e  Ch'ing. 


Ferdinand  Hodler  (Bern  185 3-1 91 8  Genf). 
Studie  zum  «Auserwahlten»,  um  1894.  Ol  auf  Lwd., 
signiert.  34  x  26  cm. 
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Beispiele  unserer  Sammlung  von  geschnittenen  Steinen. 
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GOMM6  MOHM5IR6 

Scotland's  legendary  Warrior-King  and  Liberator  whose  victory  at 
Bannockburn  in  1314  and  conclusion  of  the  Treaty  of  Northampton  in  1328 
established  Scotland  as  a  free  and  Sovereign  Kingdom. 


Today,  as  the  degree  rather  than  the  issue  of  Devolution  is  debated 
by  British  Governments,  Scotland's  XlVth  Century  War  of  Independence 
symbolised  by  the  issue  of 

The 
Bruce 
Commemorative 
Chalice 

Entirely  hand-crafted  in  finest  Lead- 
Crystal  by  one  of  Britain's  premier 
manufacturers.  The  Bruce 
Commemorative  Chalice  is  truly  an 
international  Collector's  item. 

STRICTLY  LIMITED  EDITION  OF  500 

In  a  strictly  Limited  Edition  of  ONLY 
500  PIECES  the  Chalice  is  of  such 
exquisite  quality  and  craftsmanship 
as  to  compliment  the  most 
demanding  Connoisseur. 

THE  LEGEND  OF   THE  BRl  (  E" 

f  In  the  medieval  script  title.  Bruce's 
lifespan  is  flanked  by  the  Bruce  famil\ 
shield  and  by  the  Douglas  family 
shield  which  symbolises  the  Black 
Douglas's  crusade  in  Spain  where  he 
carried  before  him  into  battle  a  silver 
casket  containing  Bruce's  heart. 
Framed  within  three  ecclesiastical 
apertures  wrought  by  brilliant  hand- 
cutting  and  polishing,  the  discreet  and 
finely  detailed  engravings  depict  the 
life  and  times  of  Robert  The  Bruce. 
Depicted  separately  in  the  three 
apertures  are: 

t  The  Great  Seal  of  Robert  The 

Bruce  King  of  Scots  1306-1329, 

(illustrated),  thedamaged  Original 

of  which  resides  in  the  Scottish 

Record  Offices,  Edinburgh, 
t  The  Bruce's  Shield,  the  King's  Lion 

Rampant,  eclipsing  the  Shields  of 

England's  Edward  I,  Edward  II  and 

Edward  III. 
f  The  internationally  famous  extract 

from  the  1320  Declaration  of 

Arbroath: 

". . .  We  fight  not  for  Glory,  nor  lor 
Wealth  nor  Honour,  hut  only  anil 
alone  we  fight  for  Freedom  which 
no  good  man  Surrenders  but  with 
his  Life. " 

HISTORY  ENGRAVED  IN  BEAUTY  .  .  . 
is  a  simple  description  of  The  Bruce 
Commemorative  Chalice,  encased  in 
a  specially  designed  silk-lined  and 
gold-blocked  Presentation  Box  which 
also  contains  a  Leather  Framed 
Limited  Edition  Certificate,  signed 
and  serial-numbered,  together  with  an 
exclusive  leaflet  describing  the  Chalice 
and  the  associated  Robert  The  Bruce 
history. 


Dimensions:  Height  9"  Diameter  5" 


OFFICIAL  ORDKR  FORM 

The  Bruce  Commemorative  Chalice 

Posl  lo  \lal\ernshire  Art  l  imited,  P.O.  Box  No.  1, 

Barsham  House.  Malvern,  Worcs..  VVRI4  2HX 

Please  accept  my  order  tor  one  Bruce  Commemorative  Chalice  complete 
in  Presentation  Box  and  with  Framed  I  united  Edition  Certificate  and 
descriptive  Leaflet  at  the  issue  price  ol  £72.00  (IJ  K  Delivery  inclusive) 
Enclosed  is  my  remittance  lor  172.00 
made  pa\  able  lo  Malvernshire  Art  I  td 

Mr/Mrs/Miss  

Address  


l-l  l  \xi  I'R I \  I  Cl  f  \RI  \ 


 Post  Code 


Please  allow  up  to  10  weeks  for  deliver)  .  limit  One  Chalice  per  applicant 

I  understand  that  all  applications  will  be  allocated  in  strict  rotation  and 
that  .i  maximum  of  S00  applications  only  will  be  accepted 

II  my  application  is  unsuccessful  my  remittance  will  be  returned  in  full. 

Malvernshire  Art  I  mined  Company  Registered  in  Fngland  No.  1253437 
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ESTABLISHED  1916 

406  E.  79th  Street,  New  York,  N.Y.  10021     (212)  879-1800 


PLAZA 

E.  79th  Street,  New  Y 

Auction 


Thursday, 
October  21, 1976 


Collection  of  Derbyshire  Spar 

Important  Auction  Sale  of  the  property  of 
William  Pahlmann,  FASID,  formerly  of  New  York 
and  presently  residing  in  San  Antonio,  Texas, 
also  including  items  from  a  Sands  Point, 
Long  hi  and  client. 


18th  Century  Boulle  Chest, 
Signed  Vitel 


at  10  A.M. 

Georgian  &  Russian  Silver 

at  12  Noon 

Antique  French,  English  &  Italian  Furniture, 
Pair  18th  Century  Venetian  Blackamoors, 
Large  Collection  of  Derbyshire  Spar,  Chinese 
&  English  Porcelains,  Objects  d'Art  &  Fine 
Oil  Paintings. 

at  8  P.M. 

Antique  Porcelains  Including  Spode,  Wedg- 
wood, Rockingham,  Sevres,  Chinese  Export 
&  Russian  Objects. 

On  View: 

Mon.,  Oct.  18  —  9  AM-4:30  PM 
Tue.,  Oct.  19  —  9  AM-7:30  PM 
Wed.,  Oct.  20  —  9  AM-12  Noon 

Gallery  Closed  12  Noon  to  1 :00  PM 
Except  Sale  Days 

Auctioneers:  E.  P.,  W.  H.  &  W.  E.  O'Reilly 


EIGHTEENTH-CENTURY  ENGLISH  AND  DUTCH 


Blue  and  white  charger,  opaque  twist  wine,  opaque  and  red 
twist  cordial  with  engraved  bowl,  snuff  box  with  ivory  minia- 
ture of  the  Captain  of  the  Royal  George  in  a  gold  mount,  two 
copper  and  brass-inlaid  snuff  hoses,  the  front  one  dated  1 757. 


cI^gnaldcBourgeault 


cANTlQUES 


P.O.  Box  363,  Hampton,  New  Hampshire  03842 
Telephone  (603)  926-8222 


HANCOCKS  ,Jl 

&  CO  (JEWELLERS  i  LTD   EST  1848  F*P*sf 


*  CO  JEWELLERS  I  LTD   EST  1848 
1  BURLINGTON  GARDENS  •  LONDON  W1X  2 HP  01-493  8904 
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ACKERMANNS 

Estd.  1783 

3  Old  Bond  Street,  London  W1X  3TD 
Tel:  01-493  3288 


The  White  Horse  Cellar  —  Piccadilly  (Hatchetts)  by  James  Pollard.  Signed  and  dated  1836.  20  x  28  inches  canvas 

Annual  Exhibition 
of 

Fine  Sporting  Paintings 
and 
Prints 

6th-29th  October 

Illustrated  Catalogue  £100,  $5  to  the  U.S.A.- sold  in  aid  of  THE  BRITISH  FIELD  SPORTS 
FIGHTING  FUND  FOR  THE  PRESERVATION  OF  COUNTRY  SPORTS 


10.00-5.30 


Sats.  10.00-1.00 
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OLD  HALL  GALLERY  LTD. 

IDEN,  RYE,  SUSSEX 

Telephone :-  079-78  384 

FINE  ENGLISH  PAINTINGS 


Sample  illustrated  catalogue  G.B.  50p 
Airmail  $2  bill  $2.50  cheque 


15S  E  

B  

Herberte 
1810-1873 

Canvas 
20  x  30  inches 
+  frame. 

A  set  of  four 

signed 
hunting  scenes. 

Prices  include 
delivery  G.B. 
or 

nearest  airport 
overseas. 

On  15  days 
approval. 


A  rare  piece  of  Russian  porcelain.  An  oval  basket  from  the  Order  of 
St.  George  Service.  The  bowl  is  festooned  with  floral  sprays  and 
the  black  and  yellow  ribbon  of  the  order  with  white  cross 
attached.  The  badge  of  the  order  is  on  the  inside  center.  Underglaze 
blue  mark  of  the  Gardner  factory.  Circa  1780. 
Catalogue  available  on  request 


®  ttll  att&  ibar  Antique 

406  Linden  Avenue.  Wilmelte.  Illinois  60091 
Telephone  (312)  256-6626 

Open  Tuesday  through  Saturday,  10  A.M. -5  P.M. 


a.  English  satinwood  box,  circa  1800.  10"  wide 
x  8"  deep  x  2Vi"  high.  §225.00. 

b.  English  fitted  mahogany  decanter  box,  circa 
1800.  7"  deep  x  10"  wide  x  9lA"  high.  $315.00. 

c.  English  satinwood  lap  desk  with  shell  inlays 
front  and  back,  secret  drawer  on  the  side,  circa 
1800.  13"  wide  x  9"  deep  x  71/2"  high.  $475.00. 

d.  English  mahogany  tea  caddies,  circa  1790.  8" 
wide  x  414"  deep  x  5"  high.  $650.00  pair. 

e.  Fine  Georgian  lady's  glove  box,  thought  to 
have  been  owned  by  Lloyd  George,  with  secret 
drawer,  circa  1745.  WV4"  wide  x  9"  deep  x 
3  34"  high.  S7  50.00. 

f.  French,  superbly  fitted  traveling  perfume  case 
painted  with  five  scenes  in  the  manner  of  Vanis 
Martin,  18th  century.  8V2"  wide  x  8"  deep  x 
6V4"  high.  $1,000.00. 


STRASSEL 


1000  HAMILTON  AVE.,  LOUISVILLE,  KY.  40204  TEL(502)  5S7-66U 
Member  of  The  Art  and  Antique  Dealers  League  of  America,  Inc. 


ALAN  JACOBS  GALLERY 

MEMBER  OF  THE  SOCIETY  OF  LONDON  ART  DEALERS 
MEMBER  OF  THE  BRITISH  ANTIQUE  DEALERS'  ASSOCIATION 


To  celebrate  the  publication  of  our 
"17th  Century  Dutch  and  Flemish  Painters,  a  Collectors'  Guide", 

we  are  holding  an 

AUTUMN  EXHIBITION  OF  SPECIALLY  SELECTED  FINE 
DUTCH  &  FLEMISH  17th  CENTURY  OLD  MASTER  PAINTINGS 

at 

15  Motcomb  Street,  Belgrave  Square,  London  SWi  Telephone:  01-235  5944 
September  29th— November  30th,  1976 

(catalogue free  on  request) 


17th  CENTURY  DUTCH  AND  FLEMISH 

PAINTERS 

A  Collectors'  Guide  compiled  by  Alan  Jacobs 

This  beautifully  illustrated  guide  is  tor  the  professional  dealer,  serious  collector,  museum,  and  art  research  library 
specializing  in  the  Dutch  and  blemish  schools  of  painting. 

It  catalogues  all  the  known  artists  and  cross-refers  their  particular  stylistic  qualities,  characteristic  subject  matter, 
active  periods,  and  places  of  work.  As  paintings  from  this  prolific  school  come  to  light .  they  require  an  attribution  for 
the  purpose  of  cataloguing  and  establishing  a  sale-room  value.  In  this  book  an  unattributed  painting  can  be  researched 
and  the  probable  artist  identified. 

Alan  Jacobs  took  as  his  starting  point:  A  Classified  Synopsis  of  the  Principal  Painters  of  the  Dutch  and  blemish 
Schools,  their  Scholars.  Imitators  and  Analogists'  by  George  Stanley,  published  in  London  in  1855.  This  valuable  but 
little-known  work,  long  out  of  print,  is  written  in  an  attractive  literary  style  from  the  stand-point  of  the  mid- 19th 
century.  Alan  Jacobs  has  retained  the  original  text,  changing  facts  where  necessary,  but  not  judgements,  and  has 
brought  the  work  up  to  date  by  including  600  important  artists  missing  from  the  original  list  of  960. 

229  x  216  mm  272  pp  32  full  colour  plates  and  56  monochrome  illustrations 
Publication  September  1976  SBN  07  084477  I   Price  £25.00 

McGraw-Hill  Book  Co.  (UK)  Ltd 
Shoppenhangers  Road 
Maidenhead 
Berkshire  SL6  2QL 
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CRAMER 

PAINTINGS  BY 
OLD  MASTERS 

CATALOGUE  XX  /  1975-1976 

AND  ADDENDUM 

REVISED,  ENLARGED  EDITION 

176  pages,  95  illustrations 

-£5.00  post  free  (U.S.A.  $15.00  incl.  air  mail  postage) 


J.  P.  Van  Thielen(i6i8-i667) 
"A  Flower-piece" 
Signed:  IP  van  Thielen  P 
On  panel  56  x  42  cm. 
(2i|  by  l6|  in.) 


38,  JAVASTRAAT  .  THE  HAGUE 

HOLLAND    •    TEL:  (070)  63  07  58* 


ANCIENT  EGYPTIAN 
CAT  GODDESS... 

BAST— goddess  of  joy,  dancing,  music 
ft  protector  of  the  home.  This  SOLID 
IV2"  replica  seated  on  polished 
agate  base  makes  superb  display 
piece  for  home  or  office.  Remove 
from  base  and  wear  as  amuletic 
jewelry.  Give  this  elegant  cat 
goddess  as  an  historic  gift 
symbolizing  protection 
love  and  beauty! 


SOLID        STER.  14K. 
BRONZE      SILV.     GOLD  _„ 
$19.54)      $49.50     $475.  BAST  ft  agate  base. 

ROPE  CHAINS:  24"  sterling.  $8.  Fine  G.F..  .$10. 

*  Insured  pottage  $1 .50      *  Money  Back  Guarantee 

*  BankAmericard  or  MC.  and  phone  orders  accepted. 

(212)  472-8733 


FREE  COLLECTOR'S  CATALOG-24  pages  picturing 
over  75  ancient  world  relics  from  BC  to  AD  Plus,  catalog 
featuring  over  50  ancient  jewelry  replicas  in  precious 
metals  Satisly  your  gift  needs  today 

MUSEUM  AND  DEALER  INQUIRIES  WELCOMED 


aladdin  house,  Ltd,  Dept.  C-10 


770  MADISON  AVE.  (66  St.)  •  N.Y.  10021 


VISIT  OUR  NEW  GALLERY  -  S.W.  COR.  66  St.  -  5th  FLOOR. 


Announcing  The  Journal  of  Gloss  Studies 
Volume  XVII 
In  Honor  of  Donald  B.  Harden. 

Thisvolumeof  the  Journal  of  Glass  Studies, 

with  articles  by  nineteen  international  scholars, 
covers  a  wide  range  of  topics  from  early  core- 
formed  vessels  to  a  medieval  glass  factory. 
Included  are  studies  of  a  group  of  late  Hellen- 
istic vessels,  some  recently  discovered  Roman 
drinking  horns,  stained  glass  windows  at 
Jarrow,  and  results  of  examination  of  ancient 
glass  by  electron  microscopy. 

Subscriptions  at  $1  5.00  per  year  plus  65  cents 
(U.S.  postage  and  handling),  or  $1 .1 0  (foreign 
postage  and  handling).  Add  New  York  State 
tax,  where  applicable.  May  be  ordered  from: 


THE  CORNING  MUSEUM  OF  GLASS 

Corning  Glass  Center.  Corning,  N.Y.  14830 
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Bonhams  October  Sales 

at  the  Montpelier  Galleries 


Worcester  Hop  Trellis  pattern  tea  cup  and  saucer  and  a  matching  spoon  tray;  and  a  cup 
and  saucer  painted  with  an  exotic  bird;  First  Period.  To  be  sold  on  the  1st  October. 


ir  of  Queen  Anne  tankards,  London  1704.  To  be 


ild  on  the  12th  October. 


Rare  Swansea  flower  crusted  circular 
biscuit  plaque.  To  be  sold  on  the  1st  ( >aober. 


Worcester  Yamille-rose'  pattern  coffee  pot  and 
cover;  First  Period,  t  i  be  sold  on  the  1st  ( Ictobcr. 


Montpelier  Street,  Knightsbridge, 
London  SW7 1HH.  Telephone:  01-584  9161. 
Telex 916477  Bonham  G. 


Good  English  Porcelain  and 
ttery. 

Pot-lids,  Fairings,  Goss, 
mniemorati\es,Stevengraphs, 
tterand  Le  lilond  Prints. 

i.  Selected  Watercolours. 
i.  English  and  Continental 
"niture. 

.  Selected  European  Paintings, 
i.  Porcelain  and  Works  ol  \n 


12th.  Selected  Antique  Silver  and 

Plate. 

13th.  Furs. 

1-tth  English  and  Continental 
Furniture. 

14th.  17th.  18th  &  19th  Century 

European  Paintings 

15th.  Porcelain  and  Works  o|  \rt 


19th.  1  'ine  Wines. 

2(hh.  Watercolours  and  Drawings. 

21st.  English  and  Continental 

Furniture. 

21st.  17th,  18th  &  19th  Centurj 

European  Paintings. 

22nd.  Porcelain  and  Works  ol  \rt 


26th.  Sil\ei  and  Plate. 

27th.  20th  (  enturv  Paintings  and 

I  )rawings. 

28th.  English  and  C  ontincntal 
Furniture. 

28th.  17th,  18th  &  19th  Centurj 
European  Paintings. 
29th.  Good  ( tactual  Porcelain 
and  Works  of  Art. 

All  sales  start  at  Ham. 


W.&  F.C.BON  HAM 
AND  SONS  LIMITED. 

8  Atholl  Crescent, Perth, Scotland. 
Telephone  Penh  (0738)  32302. 
Rue  Pedro-Meylan  I.Geneva. 
Sw it/erland.  Telephone  36  60  92. 
Langwith  Mill  House, 
Nether  Langwith,. Mansfield, 
Nottinghamshire. 
Telephone  Shirebrook  3639. 


DELOMOSNE 
AND  SON  LIMITED 

MEMBERS  OF  THE  BRITISH  ANTIQUE  DEALERS'  ASSOCIATION 


A  fine  Newcastle  Wineglass, 
engraved  in  diamond  point 
with  the  arms  of  Princess  Marie  Anne, 
daughter  of  George  II  who  married  the 
Prince  of  Orange-Nassau  in  1  734. 
Height:  7i  inches. 


4  CAMPDEN  HILL  ROAD 
KENSINGTON 
LONDON  W.8 

TELEPHONE  01-937  1804 
CABLEGRAMS: 
DELOMOSNE  LONDON  W.8 


MANHATTAN 
ART  ANTIQUES 
 CENTER  


89  GALLERIES  OF  PERIOD 
FURNITURE,  FINE  ART,  BRONZES, 
CLOCKS,  PORCELAINS,  ENAMELS, 
SILVER,  COLLECTIBLES,  JEWELRY, 
ORIENTAL  RUGS  AND  MUCH  MORE. 


Wholesale,  Decorator,  and  Private  Trade  invited. 
 / 

1050  Second  Avenue  at  56th  Street  New  York,  N.Y  10022 
(212}  355-4400  Open  Daily  10:30  to  6:30,  Sun.  12  to  6 
Free  Admission  Fully  Air  Conditioned 


Frank  E.  Fowler 

Representing 

Andrew 
Wyeth 


by  appointment  only 

P.  O.  Box  247 
Lookout  Mountain,  Tennessee  37350 
Telephone  (615)  821-3081 
TELEX:  558  354— ANSB  TRANSWORLD  CTA 
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NEWHOUSE 

GALLERIES,  Inc. 

Established  1878 


Still  Life 
by 

Pieter  Claesz 
(1597  -  1661) 

On  Panel,  Size  15  by  22  inches. 

Signed  and  dated  1654. 


19  East  66th  Street         New  York  City 

Telephone:  (212)  TR  9  -  2700       Cables:  EMAYENGAL 


S.  VAN  LEEUWEN 

NOORDEINDE  164-164A 
THE  HAGUE 
HOLLAND 

Tel.  070-605741 


GENERAL  ANTIQUES 

Participant  in  the 

28th  DELFT  ANTIQUES  FAIR 


Gueridon,  adjustable, 
mahogany  with  green 
marble  top  and  brass  rim, 
inlay  with  different 
kinds  of  wood. 
Attributed  to  Canabas, 
second  half  1  8th  century. 
Height  85  -  122  cm. 


GALERIE  ART  &  ANTIQUES 

DR.  CHRISTA  CACKETT 
AESCHENVORSTADT  37  CH-4051  BASEL 
TELEFON  061  23  09  05 


John  Glover  1767-1849,  canvas  64  x  75  cm. 

FINE  ENGLISH  PAINTINGS 
EXHIBITION  17  Sept,  to  9  Oct,  including  works  by 

Vootton  -  Jacob  More  -  James  Seymour  - 
Geor     Morland  -  J.  N.  Sartorius  -  J.  C.  Ibbetson  - 
Chai  i  ie  -  James  Ward 

'• 'our slides  sent  on  request 


Mayorcas  Ltd. 

Member  of  the  DADA  Ltd. 


FLEMISH 
(Oudenaarde) 
early  1  7th  cent,  of 
a  Falcon  Hunt, 
c.  1  629;  woven  in 
colourful  wools 
and  silks,  edged 
with  gold  and 
blue  trimming 
border.  7'1 "  x  3'8" 
(2,16mx1,12m). 
In  excellent 
condition. 


38  Jermyn  Street,  St.  James's 

London  S.W.i.       Telephone:  01-629  4195 
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We  hammer 
a  good  deal 
at  Sotheby's 


Last  season  Sotheby's  many  hammers  fell  230,000  times,  selling 
works  ot  art  to  a  record  value  of  over  £98  million -twice  as  much  as 
any  other  art  auctioneer.  Over  70  new  world  record  auction  prices 
were  established. 

Why  do  more  people  come  to  Sotheby's  than  to  any  other 
auction  house? 

The  reasons  are  many,  but  one  of  die  most  important  is  our 
world  famous  expertise. The  accurate  identification  of  a  work  of  art 
is  of  paramount  importance  if  the  highest  price  is  to  be  obtained 
tor  the  seller.  Our  250  specialists  are  qualified  to  give  you  the 
best  advice  available. 

Our  catalogues  reflect  the  standard  of  our  expertise;  many 
become  valuable  works  of  reference  in  their  own  right. 

Sotheby's  have  twenty-seven  auction  rooms  and  offices 
throughout  the  world,  each  able  to  offer  expert  advice  not  only  on 
individual  items  and  collections,  but  also  on  the  venue  of  sale  most 
likely  to  realise  the  best  price. 

Sotheby's  are  the  only  international  auctioneers  to  give  a  five  year 
guarantee  against  forgery. 


A  complete  transportation  and  insurance  serv  ice  is  available  to 
all  vendors  and  purchasers. 

Preparing  valuations  is  an  essential  part  ot  our  service. Informal 
estimates  are  given,  without  charge,  at  our  salerooms.  Written  valuations 
tor  insurance  and  capital  transfer  are  available  tor  a  scale  fee. 

We  auction  works  ot  art  ot  all  types,  periods  and  values. 
Last  season  one  painting  realised  £728,000,  but  the  majority  of  our 
business  is  in  lower  value  items.  In  London,  three  quarters  of  all  lots 
sold  for  £200  or  less. 

If  you  are  considering  selling  anything,  consult  the  cxperts- 
our  experts. 

Your  assurance  is  our  expertise-why  not  capitalise  on  it. 

"Year  etxling  31st  August  1976 

Sotheby  Parke  Bernet  &  Co. 

34-35  New  Bond  Street, London  W1A  2AA 
Telephone:  01-493  8080 

Telegrams:  Abinitio,  London     Telex:  London  24454 


*3 


S  otheby  Mak  vanWaay  BW.  Amsterdam 


Sotheby  Mak  van  Waay  is  the  largest  auction  house  in  Holland.  Last  season 
works  of  art  to  a  value  of  ^7,600,000  were  sold  —  an  increase  of  75%  on  the 

previous  year. 

Fifteen  new  world  auction  records  were  established,  including  works  by 
Adriaen  Jansz.  van  Ostade  (-£134,695),  Jan  van  de  Heyden  (^64,500),  Ludolf 
Backhuyscn  (^42,900),  Isaak  Ouwater  (-£42,860),  Emanuel  de  Witte 
G£3 3,675),  and  Isaac  van  Ostade  (^24,500). 


Adriaen  Jansz.  van  Ostade,  The  Interior  Isaak  Ouwater,  A  View  in  Amsterdam,  signed  and  dated  1781,  Emanuel  de  Witte,  Interior  of  the  Oude  Kerk 

of  an  Inn,  signed  and  dated  1654,  on  panel,  45  by  57  cm.  in  Delft,  signed  and  dated  1669, 

44.5  by  37.5  cm.  80  by  66  cm. 


Sotheby  Mak  van  Waay  sell  works  of  art  of  all  periods,  types  and  values. 
The  majority  of  lots  arc  sold  for  £200  or  less. 

Our  experts  will  advise,  without  charge,  on  the  sale  value  of  your  property 
and  will,  if  so  requested,  quote  reserves  in  Dutch  florins. 

If  you  would  like  advice  please  telephone  or  write  to : 

Sotheby  Mak  van  Waay  B.V. 
Rokin  102,  Amsterdam  C. 

Telephone:  (20)  24  62  15  &  (20)  24  62  16 

Telex:  12367    Telegrams:  Abinitio,  Amsterdam 


Sotheby  Parke  Bernet  Belgium 

Sotheby  Parke  Bernct's  office  in  Brussels  has  now  been  open  for  a  year.  Advice  on  the  value  ot  property,  with  a  view 
to  sale,  is  available  without  charge.  Please  contact  Comte  Henry  de  Limburg  Stirum  or  Perran  Wood,  Sotheby  Parke 
Bernet,  32  Rue  de  l'Abbayc,  Brussels  1050    Telephone:  (2)  343  50  07 
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Sotheby  Parke  Bernet  south  Africa  (Pty)  Ltd. 

P.O.  Box  31010,  Braamfontcin  2017,  Johannesburg    Telephone:  (11)  724  5967/6029 
Telegrams:  Abinitio,  Johannesburg    Telex:  8-3636SA 

announce  a  series  of  sales  in  November,  1976 
at 

The  Market  Theatre,  Johannesburg 

Monday,  1st  November,  at  11  am 

FINE  ORIENTAL  RUGS  AND  CARPETS 

and  at  2.30  pm 

IMPORTANT  ENGLISH,  DUTCH,  CAPE 
AND  OTHER  SILVER 

Illustrated  catalogue  3R 
Tuesday,  2nd  November,  at  3  pm 

NINETEENTH  AND  TWENTIETH 
CENTURY  EUROPEAN  PAINTINGS, 
DRAWINGS,  WATERCOLOURS  AND 
SCULPTURE 

Illustrated  catalogue  jR  (£2) 


Wednesday,  3rd  November,  at  9.30  am 

BOOKS  OF  SOUTH  AFRICAN 
INTEREST  INCLUDING  AFRICAN  A, 
VOYAGES  AND  TRAVEL,  HISTORY 
AND  ART 

Illustrated  catalogue  2R  (£1.50) 


t  antique  Herez  silk  Royai  rug  of  pi 
design,  185  by  140  cm. 


Wednesday,  3rd  November,  at  2.30  pm 

IMPORTANT  EIGHTEENTH, 
NINETEENTH  AND  TWENTIETH 
CENTURY  AFRICANA  AND  SOUTH 
AFRICAN  PAINTINGS, 
WATERCOLOURS,  PRINTS  AND 
SCULPTURE 

Illustrated  catalogue  ?R  (£2) 


One  of  a  pair  of 
silver-gilt  wine  coolers 
by  John  S.  Hunt, 
London,  1853,  35  cm.  high. 


A  rare  Cape  Silver 
presentation  star 
pendant  by  Philip 
John  Gaugain,  1851 
12.4  cm.  diameter 


On  view  at  The  Market 
Theatre  on  Thursday,  28th 
and  Friday,  29th  October, 
9  am-6  pin  and  Saturday, 
joth  October,  9  am-i  pm, 
and  until  day  of  sale 


Friday,  22nd  October,  at  2.30  pm  at  The  Carlton  Hotel,  Cape  Town  Toom 

ANTIQUE  FIREARMS,  HANDGUNS,  MODERN  SPORTING  GUNS  AND  EDGED  WEAPONS 

On  view  at  Leo  Rosettcnstcins,  274a  Brec  Street,  Johannesburg,  from  Monday,  18th  to  Thursday,  21st  October,  8  am  to  5  pm 

Illustrated  catalogue  1.50R  (£1) 


Sotheby  Parke  Bernet  losangeles 

7660  Beverly  Boulevard,  Los  Angeles,  California  90036    Telephone:  (213)  937  5130    Telegrams:  Abinitio,  Los  Angeles    Telex:  Los  Angeles  677120 

announce  a  week  of  important  sales 
from  Monday,  25th  October  to  Thursday,  28th  October,  1976 

On  view  from  Saturday,  1 6th  October  to  Sunday,  24th  October,  noon  to  5  pm 
Monday,  25th  October  and  following  day,  at  8  pm 

IMPORTANT  EIGHTEENTH  AND  NINETEENTH 
CENTURY  FRENCH  AND 
CONTINENTAL  FURNITURE  AND 
DECORATIONS 

property  from  the  Estate  of  Mr.  and  Mrs.  Richard  S.  Rheem,  and  other 
owners,  including  signed  Louis  XV  furniture;  Louis  XVI  and  Directoire 
furniture,  including  an  important  mahogany  bureau  and  side  chair  signed 
Jacob  ;  four  Louis  XV  ormolu  candlesticks,  after  Meissonnier;  Louis  XVI 

style  pieces  by  Linke:  a  Napoleon  III  satinwood  grand  piano  by  Erard: 
a  suite  of  Napoleon  III  seat  furniture;  Italian  neo-classical  consoles  and  pier 

mirrors;  a  polychrome  wood  relief  of  S.  Martin  and  the  Beggar,  c.  1600; 
Sevres,  Vienna  and  Berlin  porcelain;  a  rare  Meissen  figure  of  Augustus  Rex 
modelled  by  Kandler;  bronzes  after  Barye,  Moreau,  Carpcaux  and  other 

sculptors. 


One  of  a  pair  of  Louis  XV 
carved  beechwood  bergeres  a 
la  reine,  signed  J.  B.  Gourdin, 
third  quarter  of  the  1 8th 
century 


A  polychromed  and  gilt 
S.  Martin  and  the  Beggar, 
1 16.7  by  1 14.2  cm. 


-wood  relief  of 
Spanish,  c.  1600, 


Wednesday,  27th  October,  at  2  pm 

IMPORTANT  TURKOMAN  AND  CAUCASIAN  TRIBAL 
PILE  CARPETS  AND  FLAT  WEAVES 

property  from  the  Estate  of  the  late  Nellie  Durfee,  and  other  owners,  including  Antique  Yomuds,  Beshirs,  Saryqs,  Tekkes,  Belouchistans,  Soumaks, 

Kilims,  Kazaks,  Shirvans,  Kubas;  a  collection  of  19th  century  Uzbeckistan  embroideries;  Persian  rugs  including  a  silk  Heriz  prayer  rug,  Bijar, 
Kirman,  Hamadan  runners,  Shiraz  and  Ferreghan;  an  early  19th  century  Karabagh  dragon  variant  corridor  carpet;  a  silk  Kashan  prayer  rug;  an 
antique  Kazak  Facharalo  prayer  rug;  antique  Bergamo  rugs;  1 8th  century  Oushak;  Konya  and  Seichours  rugs;  an  important  silk  Kum  Kapu 
rug;  a  Ghiordcs  silk  prayer  rug;  a  selection  of  tapestries  including  a  17th  century  Brussels  Verdure  and  hunting  tapestries. 


Wednesday,  27th  October,  at  8  pm 

FINE  ANTIQUE  AND 
MODERN  JEWELLERY 

including  a  diamond  and  pearl  choker,  from  the  Estate  of  Lolita  Armour  Higgason;  a  lapel 
watch,  Carticr,  Paris;  a  platinum  case  set  with  numerous  rose-cut  diamonds;  rings 
including  a  gentleman's  cat's-eye  ring  weighing  23  carats  flanked  by  two  fancy-cut 
diamonds;  an  18-carat  gold  and  platinum  ring  centring  an  emerald-cut  emerald  weighing 
10.40  carats  surrounded  by  20  round-cut  diamonds  and  20  pear-shaped  diamonds;  a  lady's 
platinum  diamond  ring  set  with  one  pear-shaped  diamond  weighing  3 .90  carats  and  two 
tapered  baguette  diamonds;  other  important  jewellery  includes  a  diamond  lavalliere;  an 
art  deco  diamond  and  onyx  bracelet;  and  a  diamond  and  pearl  brooch. 

Thursday,  28th  October,  at  2  pm 

NINETEENTH  AND  TWENTIETH 
CENTURY  WORKS  OF  ART 

property  of  Ms.  Brooke  Hopper,  a  Massachusetts  Private  Collector,  and  other  owners, 
including  wisteria,  tulip,  peony  and  acorn  Tiffany  lamps;  lava,  flower-form  and  Jack-in- 
the-pulpit  Tiffany  vases;  Galle,  Loetz,  Daum,  Legras,  Schneider,  Muller  Freres,  Lalique, 

Stevens  and  Webb  European  glass;  American  glass  and  pottery  including  Pairpoint 
"fluffy"  table  lamps,  Handel,  Steuben  etched  amber  glass  table  service,  Durand,  Quezal, 
Kew  Glass,  Newcomb  and  Rookwood ;  furniture  and  decorations  from  the  schools  of 
Thonet,  Majorelle,  Guimard,  Vallin  and  Bauhaus;  a  suite  of  art  nouveau  seat  furniture 
by  Jansen;  bronzes  after  Druot,  Levy,  Mene,  Peter,  Hahn,  Chenin,  Rombaux,  Bacque, 
Rosa  Bonheur  and  Kunsburger;  Chandeliers  and  other  lighting  fixtures. 


Thursday,  28th  October,  at  8  pm 

ENGLISH  AND 
CONTINENTAL 
SILVER,  RUSSIAN 
WORKS  OF  ART 
AND 

OBJETS  DE  VITRINE 

including  a  German  silver  soup  tureen,  c.  1790; 
German  silver  tobacco  boxes,  c.  1750-75;  a 
George  I  silver  footed  tazza  and  coffee  pot; 
Queen  Anne  and  Georgian  silver  mugs;  a 
Victorian  silver  ewer;  a  collection  of  18th 
century  Italian  silver;  Russian  silver ;  Judaica ; 
a  collection  of  gold  racing  trophies,  won  by  the 
Mr.  Neil  S.  McCarthy  Stables:  Russian  works  of 
art  including  silver  boxes  by  Carl  Faberge,  an 

enamel  cake  basket,  eggs,  table  items  and 
bronzes;  objets  de  vitrine  including  a  German 

ivory  ewer  and  dish,  a  large  Austrian  lapis 
lazuli  desk  stand,  English  enamel  patch  boxes, 
a  Hungarian  enamel  chess  set,  and  antique 
jewellery. 


Illustrated  catalogue  $14  by  mail,  order  by  sale  no.  197  with  cheque  enclosed 

Catalogue  available  from  Sotheby  Parke  Bernet  Inc.,  980  Madison  Avenue,  New  York,  N.Y.  10021  and  Sotheby  Parke  Bernet  &  Co.,  34-35  New  Bond  Street, 

London  Wl  A  2AA 


86   The  Connoisseur,  October,  1976 


Sotheby  Parke  Bernet  newyork 

980  Madison  Avenue,  New  York,  N.Y.  10021     Telephone:  (212)  472  3400    Telegrams:  Parkgal,  New  York    Telex:  New  York  232643 

announce  a  series  of  four  major  sales 

Wednesday,  20th  October,  1976,  at  8  pm 

IMPORTANT  IMPRESSIONIST  AND 
MODERN  PAINTINGS  AND  SCULPTURE 

including  works  by  Archipenko,  Bonnard,  Braque,  Caldcr,  Chagall,  Dali,  Degas,  Delacroix,  Giacometti,  Laurencin,  Laurens,  Leger, 
Lepine,  Manet,  Marini,  Marquet,  Matta,  Modigliani,  Monet,  Moore,  Pascin,  Renoir,  Rodin,  Rouault,  Schwitters,  Soutine,  Utrillo,  Valtat, 

de  Vlaminck,  Vuillard  and  other  artists 

Illustrated  catalogue  $12  by  mail,  sale  no.  3907 


Henry  Moore,  Three  standing  Figures,  a  maquctte  for  the  Battcrsea  Park  monumental  group  in  London,  1945, 
an  edition  of  six,  bronze,  dark  brown  patina,  22.8  cm.  high 


Thursday,  21st  October, 
at  2  pm 

IMPORTANT 
NINETEENTH  AND 
TWENTIETH  CENTURY 
DRAWINGS  AND 
WATERCOLOURS 

including  works  by  Ballo,  Cezanne,  Degas, 
Dubuffet,  Feininger,  Ingres,  Kokosclika, 
Kupka,  Mho,  Modigliani,  Monet,  Moore, 
Noldc,  Picasso,  Pissarro,  Rouault  and  other 
artists 

Illustrated  catalogue  $5  by  mail, 
sale  no.  3908 


Thursday,  21st  October, 
at  8  pm 

IMPORTANT 
CONTEMPORARY 
PAINTINGS 

AND 
SCULPTURE 

including  works  by  Flavin,  Kelly,  Louis, 
Motherwell,  Noland,  Oldenburg,  Olitski, 
Rosenquist,  Stella,  David  Smith,  Warhol 
and  other  artists 

Illustrated  catalogue  $7  by  mail, 
sale  no.  3909 


Friday,  22nd  October, 
at  10.15  am  and  2  pm 

MODERN 
PAINTINGS, 
DRAWINGS  AND 
SCULPTURE 

including  works  by  Calder,  Cassatt,  Derain, 
Dufy,  Epstein,  Grosz,  Kisling,  Kolbc, 
Lipchitz,  Mane-Katz.  Moore,  Orozco, 
Pechstein,  Picasso,  Renoir,  Rivera,  Rodin, 
Rubin,  Siquieros,  Tamayo,  Toledo  and 
other  artists 

Illustrated  catalogue  $6  by  mail, 
sale  no.  3910 


All  four  sales  on  view  from  Saturday,  16th  October 
Order  catalogues  by  sale  number  with  cheque  enclosed  to  Department  CON 
Requests  for  tickets  for  specified  evening  sales  should  be  addressed  to  die  Special  Sales  Co-ordinator 

Catalogues  available  from  Sotheby  Parke  Bernet  Inc.,  7660  Beverly  Boulevard,  Los  Angeles,  California  90036,  Sotheby  Parke  Bernet  &  Co., 
34-35  New  Bond  Street,  London  Wi A  2AA  and  from  representatives  in  Amsterdam,  Boston,  Brussels,  Buenos  Aires,  Dublin,  Edinburgh, 
Florence,  Houston,  Iran,  Johannesburg,  Madrid,  Melbourne,  Milan,  Monaco,  Munich,  Paris,  Rio  de  Janeiro,  Stockholm,  Toronto  and  Zurich 


Sotheby's  Belgravia 

19  Motcomb  Street,  London  SWiX  8LB    Telephone:  01-235  4311    Telegrams:  Gavel,  London    Telex:  London  24454 
Wednesday,  10th  November,  1976,  and  following  day,  at  11  am  and  2.30  pm 

DECORATIVE  ARTS,  1 870-1939, 
INCLUDING  ARTS  AND  CRAFTS,  ART  NOUVEAU 

ART  DECO  AND 
STUDIO  CERAMICS 


A  Liberty  &  Co.  oak 
washstand  probably  designed 
by  Leonard  F.  Wyburd, 
r.  1899,  160  by  84  cm. 


A  Tiffany  Studio  'Dahlia'  lamp, 
c.  1900,  49  cm. 


The  'Domino'  clock  designed  by 
Charles  Rcnnic  Mackintosh 
for  'Derngate',  Northampton, 
c.  1917,  25.5  cm. 


A  William  dc  Morgan  vase 
painted  by  Fred  Passenger, 
impressed  De  Morgan,  Mcrton 
Abbey,  1882-1888,  39.5  cm. 


Mintons  Art  Pottery  Studio 
wall  plate  painted  by 
W.  S.  Coleman,  date  code  for 
1874,  49.5  cm. 
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Sotheby's  Belgravia 


THE  FOX  PHOTO  ARCHIVE 

A  remarkable  and  extensive  record  of  British  life  over  the  last  fifty  years, 
comprising  approximately  one  million  negatives,  transparencies  and  prints 

WILL  BE  SOLD  BY  TENDER  BY 
Sotheby's  Belgravia 

19  Motcomb  Street,  London  SWiX  8LB 
Telephone:  01-235  43 11 


Neville  Chamberlain  returning  from  his  third  visit  to  Munich,  30th  September,  1938 


Viewing  from  October  15th  1976 
BY  APPOINTMENT  ONLY 

Closing  Date  for  Tenders  -  November  15th  1976 

Enquiries  should  be  directed  to  Philippe  Garner  at  Sotheby's  Belgravia 

Illustrated  Brochure  available 


Sotheby's 

Friday,  5th  November,  1976,  at  11  am 


FINE  ENGLISH  FURNITURE,  SHIP  MODELS 
AND  ORIENTAL  RUGS  AND  CARPETS 


One  of  a  set  of  eight  fine  George  III  A  fine  early  George  III  kingwood  marquetry  commode  attributed         An  armchair  from  a  very  fine  suite  of 

mahogany  gothic  revival  armchairs  to  Pierre  Langlois,  84  cm.  high,  124  cm.  wide  mid-i 8th  century  hardwood  seat  furniture, 

after  a  Chippendale  Director  design, 
comprising  six  armchairs  and  a  triple 
chair-back  settee 


One  of  a  pair  of  1 8th  century  Chinese  lacquer  small  cabinets  on  mid-i8th  A  Regency  mahogany  breakfront  secretaire  cabinet  inlaid  with  brass 

century  English  painted  stands,  129  cm.  high,  51  cm.  wide  stringing,  239  cm.  high,  155  cm.  wide 
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Sotheby's 


will  hold  the  following  sales  in  October  and  November 


ON  VIEW  AT  LEAST  THREE  DAYS  PRIOR  TO  DATE  OF  SALE 


Friday,  ist  October,  at  1 1  am 
Continental  Furniture,  Textiles  and 
Oriental  Rugs  and  Carpets 

Monday,  4th  October  and  following 
day,  at  1 1  am 
Printed  Books 

Monday,  4th  October,  at  10.30  am 

English  and  Continental  Glass 

and  Paperweights 

Tuesday,  5th  October,  at  1 1  am 

Good  English  Pottery  and 

Porcelain 

Wednesday,  6th  October,  at  1 1  am 
Fine  and  Flighly  Important 
Nineteenth  Century  and  Modern 
Prints 

Wednesday,  6th  October,  at  1 1  am, 
at  Belgravia 

English  Works  of  Art,  Furniture, 
Continental  Textiles  and  Clocks 

Thursday,  7th  October,  at  1 1  am 
Good  Old  Master  Engravings, 
Etchings  and  Woodcuts 
Thursday,  7th  October,  at  1 1  am 
Good  Musical  Instruments 
Thursday,  7th  October,  at  1 1  am 
English  and  Foreign  Silver  and 
Plate 

Thursday,  7th  October,  at  1 1  am 

and  2.30  pm,  at  Belgravia 

Pot  Lids,  Goss,  Staffordshire  and 

Commemorative  Wares,  including 

Portrait  Figures 

Friday,  8th  October,  at  11  am 

English  Furniture  and  Oriental 

Rugs  and  Carpets 

Friday,  8th  October,  at  1  pm, 

at  1 1 5  Chancery  Lane  (Hodgson's 

Rooms),  London  WC2 A  iPX 

A  Highly  Important  Collection  of 

Continental  Illustrated  Books 

Monday,  1 1  th  October  and  following 

day,  at  1 1  am 

Printed  Books,  Autograph  Letters 
and  Historical  Documents 

Monday,  nth  October,  at  2.30  pm 

American  Indian  and 

Pre-Columbian  Art 

Tuesday,  12th  October,  at  10.30  am 

Chinese  Works  of  Art  and 

Oriental  Ceramics 

Tuesday,  12th  October,  at  11  am 

Modern  Sporting  Guns,  Antique 

Firearms,  Armour  and  Edged 

Weapons 

Wednesday,  13th  October,  at  10.30  am 
at  Belgravia 
Fine  Wines 

Wednesday,  13  th  October,  at  11  am 

Old  Master  Paintings 

Thursday,  14th  October,  at  10.30  am 

and  2.30  pm,  at  Belgravia 

Oriental  Ceramics,  Furniture  and 

Works  of  Art 

Thursday,  14th  October,  at  1 1  am 
English  and  Foreign  Silver  and 
Plate 

Thursday,  14th  October  and  following 
day,  at  1  pm,  at  115  Chancery  Lane 
(Hodgson's  Rooms),  London  WC2A 
IPX 

Printed  Books 

Thursday,  14th  October,  at  2.30  pm 
Eighteenth,  Nineteenth  and 
Twentieth  Century  English  and 
Continental  Drawings  and 
Watercolours 


Friday,  15th  October,  at  11  am 
English  Oak  Furniture,  Fire 
Insurance  Marks  and  Oriental 
Rugs  and  Carpets 


Sotheby  Mak  van  Waay  B.V. 
Rokin  102,  Amsterdam  C 
Tuesday,  19th  October  to  Saturday, 
30th  October 
General  Sale 
Catalogue  £2 


Monday,  1 8th  October  and  following 
day,  at  1 1  am 
Printed  Books 


Sotheby  Parke  Bernet 

(Canada)  Ltd., 

Suite  412,  The  Park  Plaza, 

170  Bloor  Street  West,  Toronto, 

Ontario  M5S  1T9 

to  be  sold  at  Simpson's  Downtown 

Store  Monday,  1 8th  October  and 

following  day 

Canadian  Paintings,  Drawings 
and  Watercolours,  and  Books 
and  Prints  of  the  Nineteenth 
and  Twentieth  Centuries 


Tuesday,  19th  October,  at  11  am 
Continental  Pottery  and 
Porcelain 

Tuesday,  19th  October,  at  11  am, 
at  Belgravia 

Victorian  Paintings,  Drawings 
and  Watercolours 

Wednesday,  20th  October, 
at  10.30  am 

Impressionist  and  Modern 
Paintings,  Drawings  and 
Watercolours  and  Ballet  and 
Theatre  Material 

Wednesday,  20th  October, 
at  10.30  am 

English  and  Foreign  Coins, 
in  Gold,  Silver  and  Bronze, 
together  with  Historical  and 
Commemorative  Medals 

Wednesday,  20th  October,  at  1 1  am 
and  2.30  pm,  at  Belgravia 
English  Furniture  and  Works  of 
Art,  English  and  European 
Bronzes,  and  a  Collection  of 
European,  Australian  and  Tropical 
Stuffed  Birds 

Thursday,  21st  October,  at  n  am, 
at  Belgravia 

English  and  Foreign  Silver  and 
Plated  Wares,  Miniatures  and 
Objects  of  Vertu,  1S25-1976 

Thursday,  21st  October  and  following 
day,  at  1  pm,  at  115  Chancery  Lane 
(Hodgson's  Rooms),  London  WC2A 
iPX 

A  Highly  Important  Collection  of 
Children's  Books,  Part  V 

Thursday,  2 1  st  October,  at  1 1  am 

and  2.30  pm 

Old  Master  Drawings 

Friday,  22nd  October,  at  10.30  am 
and  2.30  pm 

Clocks,  Watches  and  Scientific 
Instruments 

Monday,  25th  October,  at  n  am 
Silhouettes,  English  and 
Continental  Portrait  Miniatures 
and  Objects  of  Vertu 


Sotheby  Parke  Bernet  Italia  s.r.l. 
Palazzo  Capponi,  Via  Gino 
Capponi  26,  Florence  50121 
Thursday,  21st  October, 
at  16.00  hours 
Important  Sculpture  and 
Works  of  Art 
Thursday,  21st  October, 
at  21.00  hours 
Continental  Furniture 
Friday,  22nd  October, 
at  10.30  and  16.00  hours 
European  and  Oriental 
Ceramics 

Friday,  22nd  October, 

at  21.00  hours  and  following  day, 

at  16.00  and  21.00  hours 

Old  Master  and  Nineteenth 

Century  Paintings 

On  view  at  Palazzo  Capponi  from 

Saturday,  16th  October  until 

Wednesday,  20th  October, 

10.00-13.00  and  16.00-20.00 

hours  including  Sunday 


Monday,  25th  October  and  following 
day,  at  1 1  am 

Printed  Books  including  Books  on 
Science,  Natural  History  and 
Medicine 

Tuesday,  26th  October,  at  10.30  am 
European  Ceramics 

Tuesday,  26th  October,  at  II  am 
Japanese  Swords,  Sword  Fittings, 
Armour  and  Reference  Books 

Tuesday,  26th  October,  at  1 1  am  and 
2  pm,  at  Belgravia 

A  Large  and  Important  Collection 
of  Talking  Machines  and 
Accessories,  Records,  Musical 
Boxes,  Cigarette  Cards  and 
Postcards 

Wednesday,  27th  October,  at 
10.30  am,  in  the  Royal  Watercolout 
Society  Galleries,  26  Conduit  Street, 
London  W.i. 

Fine  Wines,  Spirits  and  Vintage 
Port 

Wednesday,  27th  October,  at  1 1  am 
Fine  Old  Master  Paintings 

Wednesday,  27th  October,  at  1 1  am 
and  2.30  pm 

Japanese  Prints  and  Paintings, 
Chinese  Paintings  and  Japanese 
Illustrated  Books 

Thursday,  28th  October,  at  10.30  am, 
at  Belgravia 
English  Ceramics 

Thursday,  28th  October,  at  1 1  am 
Jewels 

Thursday,  28th  October,  at  1  1  am 
English  and  Foreign  Silver  and 
Plate 

Friday,  29th  October,  at  1 1  am 
English  Furniture,  English  and 
Continental  Works  of  Art,  and 
Oriental  Rugs  and  Carpets 

Friday,  29th  October,  at  1 1  am, 
at  Belgravia 

Photographic  Images  and 
Related  Material 

Monday,  ist  November  and  following 
day,  at  1 1  am 

Valuable  Printed  Books  and 
Autograph  Letters 


Sotheby  Parke  Bernet  South  Africa 

(Proprietary)  Ltd. 

P.O.  Box  31010,  Braamfontcin 

20 1 7,  Johannesburg 

to  be  sold  at  The  Market  Theatre, 

Johannesburg 

Monday,  ist  November,  at  1 1  am 
Fine  Oriental  Rugs  and  Carpets 

Monday,  ist  November,  at 
2.30  pm 

Important  English,  Dutch,  Cape 

and  other  Silver 

Tuesday,  2nd  November,  at  3  pm 

Nineteenth  and  Twentieth 

Century  European  Paintings, 

Drawings,  Watercolours  and 

Sculpture 

Wednesday,  3rd  November, 
at  9.30  am 

Books  of  South  African  Interest 
Including  Africana,  Voyages 
and  Travel,  History  and  Art 

Wednesday,  3rd  November, 
at  2.30  pm 

Important  Eighteenth, 
Nineteenth  and  Twentieth 
Century  Africana  and  South 
African  Paintings, 
Watercolours,  Prints  and 
Sculpture 

On  view  at  the  Market  Theatre  on 
Thursday,  28th  and  Friday  29th 
October,  9  am-6  pm  and  Saturday 
30th  October,  9  am-i  pm 

Friday,  22nd  October,  at  2.30  pm 
at  the  Carlton  Hotel,  Cape  Town 
Room 

Antique  Firearms,  Handguns, 
Modern  Sporting  Guns  and 
Edged  Weapons 

On  view  at  Leo  Rosettcnsteins, 
274a  Bree  Street  from  Monday, 
1 8th  to  Thursday,  21st  October, 
8  am  to  5  pm 


Tuesday,  2nd  November,  at  1 1  .1111 
Chinese  Ceramics  and  Works  of 
Art 

Tuesday,  2nd  November,  at  1 1  am, 
at  Belgravia 

English  Prints  ijoo-1850 

Wednesday,  3rd  November,  at  1  1  am 
Eighteenth,  Nineteenth  and 
Twentieth  Century  English 
Paintings 

Wednesday,  3rd  November,  at  1 1  am, 
at  Belgravia 

Good  French  and  Continental 
Furniture,  Animalier  Bronzes, 
Clocks  and  Works  of  Art 

Wednesday.  3rd  November, 
at  2.30  pm 

Topographical  Paintings, 
Drawings,  Prints  and  Bronzes 

Thursday,  4th  November,  at  1 1  am 
English  and  Foreign  Silver  and 
Plate 

Thursday,  4th  November  and 
following  day,  at  1  pm,  at  1 1 5  Chancery 
Lane  (Hodgson's  Rooms),  London 
WC2A1PX 
Printed  Books 

Friday,  5th  November,  at  1 1  am 
Fine  English  Furniture,  Ivory  Ship 
Models  and  Oriental  Rugs  and 
Carpets 


Catalogues  (post free)  from  2  Merrington  Road,  Loudon  SW6  1RG    Telephone:  01-jSi  ji^j 
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A  new  National  Museum? 


In  January  1966  The  Connoisseur  published  an  Editorial  boldly  entitled  'A 
National  Museum  of  Oriental  Art?'.  With  a  consistency  matched  only,  per- 
haps, by  sightings  of  the  Loch  Ness  monster  the  whole  question  of  a  National 
Gallery  of  Oriental  Art  springs  to  the  surface  in  truly  resilient  fashion  and 
captures  for  a  fleeting  moment  the  interest  of  the  public.  Its  persistent  forays 
into  the  limelight  imply  that  the  question  has  neither  been  satisfactorily 
answered  nor  the  problem  solved.  It  may  be  argued  that  the  present  is  the 
least  propitious  time  to  raise  an  issue  which  would  involve  the  appropriation 
of  further  public  funds  for  a  museum  enterprise.  However,  there  is  never  a 
'good'  moment  for  raising  such  matters  and  there  are  a  number  of  very 
cogent  reasons  for  reviewing  the  situation  at  the  present  time. 

The  problems  of  the  Oriental  collections  at  the  Victoria  and  Albert 
Museum,  and  those  of  Indian  art  in  particular,  are  now  well  known.  Opin- 
ions and  concerns  relating  to  the  inadequate  conditions  in  which  they  are  cur- 
rently housed  have,  over  the  past  fifteen  years  or  so,  frequently  been  aired 
and  recently  a  number  of  distinguished  academics  expressed  their  justifiable 
concern  in  correspondence  in  The  Times.  The  plight  of  these  collections  has 
also  been  acknowledged  by  successive  directors  of  the  Victoria  and  Albert 
Museum,  by  the  appropriate  government  departments  and  by  the  Standing 
Commission  on  National  Museums.  The  recent  loss  of  the  Huxley  (or  Cole) 
Building  which  adjoins  the  Museum  in  Exhibition  Road,  and  which  was  for 
so  long  officially  recognised  as  the  future  home  of  its  collections  of  Indian  and 
Far  Eastern  art,  has  precipitated  anew  thoughtful  consideration  of  the  future 
of  these  collections. 

Perhaps  it  is  also  an  appropriate  moment  to  consider  the  problem  on  a 
broader  basis.  Should  the  proposed  removal  of  the  Oriental  collections  at  the 
Victoria  and  Albert  to  the  Huxley  Building  have  occurred,  a  situation  which 
roughly  parallels  that  at  the  British  Museum  would  have  been  achieved, 
although  the  present  inclusion  of  the  arts  of  Islam  in  the  Oriental  Department 
at  the  British  Museum  is  a  distinguishing  but  wholly  logical  feature.  The 
wealth  of  Islamic  art,  particularly  ceramics,  mctalwork  and  textiles  at  the 
Victoria  and  Albert  Museum  would  be  immeasurably  enhanced  if  amalga- 
mated with  their  Oriental  department.  Should  that  most  logical  step  be 
taken  at  some  future  date  then  the  two  great  national  art  and  historical 
museums,  located  within  two  miles  of  one  another,  would  so  far  as  their 
Oriental  collections  are  concerned,  be  doing  the  same  job,  covering  the  same 
fields  of  interest,  culture  and  expertise  and  generally  pursuing  an  uneconom- 
ical policy,  in  the  broadest  sense,  of  duplication. 

Surely  this  most  recent  crisis,  even  though  it  may  be  borne  out  of  intense 
disappointment  at  the  Victoria  and  Albert,  has  created  an  appropriate  climate 
for  the  full  and  proper  consideration  of  the  future  of  the  nation's  collections 
of  Oriental  art.  That  both  museums  are  currently  obliged  to  place  in  storage 
material  of  considerable  artistic  merit  and  historical  significance  is  well 
known.  This  is  a  not  uncommon  source  of  frustration  and  dissatisfaction 
in  the  museum  world  and  unfortunately  effects  a  far  wider  range  of 
objects  than  just  those  with  Oriental  origins.  However  one  of  the  problems 
facing  those  who  are  responsible  for  our  Oriental  collections  is  that  there  ap- 
pears to  be  little  support,  vocal  or  otherwise,  for  the  remedying  of  these 
problems.  This  is  of  course  largely  due  to  the  fact  that  the  problems,  and  the 
quantity  of  material  maintained  in  storage,  are  simply  not  known.  The  public 
cannot  be  concerned  and  motivated  by  an  adverse  situation  if  they  remain 
unaware  of  its  existence.  To  say  there  is  no  'lobby'  for  Oriental  art  in  this 
country  is  not  entirely  absurd,  for  it  is  a  lobby  that  is  in  need  of  a  focus  in  order 
to  galvanise  its  potential  support  and  strength  into  a  reality.  Has  there,  for 
example,  ever  been  a  case  of  an  export  licence  being  refused  for  a  work  of 
Oriental  art?  The  answer  I  am  afraid  is  no.  And  yet  quantities  of  truly  magni- 
ficent Oriental,  and  Chinese  in  particular,  works  of  art  have  left  this  country 
in  recent  years  from  the  ever  diminishing  number  of  great  private  collections 
which  once  existed  in  Great  Britain.  The  public  were  given  a  brief  shock 
when  Dr.  P.  de  Silva,  director  of  Sri  Lanka's  national  museums,  innounced 


recently,  with  perhaps  not  quite  his  whole  tongue  in  his  cheek,  that  the 
British  Museum  would  have  to  close  down  if  former  colonial  countries  were 
to  demand  the  return  of  art  objects.  Should  these  pressures  increase  then  it  is 
possible  that  the  still  dormant  public  concern  for  these  treasures  might  be 
kindled  and  we  thus  feel  obliged  to  treat  our  national  collections  of  Oriental 
art  in  a  proper,  appropriate  and  above  all  a  useful  manner.  There  is,  with  the 
rapid  re-emergence  of  the  countries  of  the  Orient  as  potent  and  influential 
political  and  economic  powers  in  the  world,  an  ever  increasing  awareness  of 
and  interest  in  the  histories  and  cultures  of  these  countries.  Indeed  there  is  an 
ever-increasing  acknowledgement  of  the  premise  that  we,  as  a  mercantile 
nation,  need  to  adopt  and  are  being  obliged  to  adopt  a  more  understanding 
and  tractable  approach  to  and  appreciation  of  the  peoples  of  Asia.  The 
evidence  for  these  developments  exists ;  a  World  of  Islam  Festival  for  example 
would  have  been  unthinkable  even  a  decade  ago. 

The  combined  collections  of  Oriental  art,  including  Islam,  from  the 
Victoria  and  Albert  and  British  Museum  would  offer  the  public  one  of  the 
richest  and  most  comprehensive  views  of  the  arts  and  cultures  of  the  Asian 
world  that  it  would  be  possible  to  obtain  in  the  West.  Since  the  intermediary 
stage  of  the  Huxley  project  and  the  'Oriental  wing'  at  the  Victoria  and  Albert 
has  now  been  abandoned  the  demands  for  that  ultimate  solution  may  be 
reiterated. 

The  academic  logic  of  combining  these  two  enormously  substantial  and 
complementary  collections  is  overwhelming.  The  gaps  in  the  British 
Museum's  collections,  later  Chinese  decorative  arts  for  example,  could  be 
remedied  at  a  stroke;  conversely  the  gaps  in  the  Victoria  and  Albert's  collec- 
tions, for  example  aspects  of  Indian  sculpture,  would  similarly  be  filled.  On  a 
more  pedestrian  level  the  rationalisation  which  should  follow  such  an  amal- 
gamation would  leave  a  residue  of  material  which  could  be  made  available  to 
provincial  museums  whose  Oriental  collections  may  be  found  wanting. 
Similarly  once  these  two  collections  had  been  aggregated  then  a  proper 
analysis  would  illustrate  weaknesses  in  the  national  collection  and  a  definite 
policy  towards  filling  those  overall  deficiencies,  such  as  the  arts  of  South-east 
Asia,  could  be  implemented. 

Another  aspect  of  the  amalgamation  and  presentation  of  the  national 
collections  of  Oriental  art  requires  consideration.  The  concept  of  the  'Art 
Museum'  is  an  entirely  familiar  one  in  the  west,  and  is  the  governing  factor 
in  the  presentation  and  appreciation  of  material  in  such  a  museum  or  gallery. 
But  the  function  of  a  museum  with  Oriental  collections  is  not,  or  should  not, 
be  as  simple  as  that  since  it  surely  has  a  duty  beyond  the  judgement  of 
aesthetic  standards.  If  we  recognise  the  true  value  and  importance  of  our  col- 
lections of  Oriental  art  and  wish  to  gain  maximum  benefit  from  them  then 
they  must  be  employed,  explained  and  displayed  within  an  historical  context. 
Oriental  art  collections,  when  as  comprehensive  as  the  combined  forces  of 
the  Victoria  and  Albert  Museum  and  British  Museum,  could  and  should  be 
used  to  explore,  explain  and  illustrate  a  culture  or  cultures.  Presentation  of 
material  in  this  manner  does  not  in  any  way  detract  from  their  value  as  works 
of  art  or  the  enjoyment  to  be  gained  from  them  as  such.  The  extraction  of  the 
Oriental  collections  from  their  traditional  museum  environments  to  a  separ- 
ate institution  would  permit  proper  and  rewarding  exploitation  in  this 
respect. 

It  is  the  practicalities  of  managing  such  an  amalgamation  which  are,  with- 
out doubt,  the  most  daunting  obstacles.  However,  if  the  directive  and  intent 
were  there  it  could  be  achieved.  The  traditions  of  the  respective  departments 
at  the  British  Museum  and  the  Victoria  and  Albert  Museum  may  be  both 
different  and  intractable,  but  both  institutions  are  responsible  for  the  nation's 
collections  and  it  is  their  duty  and  responsibility  to  maintain  them,  and  to 
make  them  available  to  the  public  in  the  best  possible  manner.  If  the  adminis- 
trations of  these  two  great  museums  could  agree  upon  a  common  course  of 
action  towards  the  establishment  of  a  National  Museum  of  Oriental  Art  then 
that  goal  would  be  within  the  realms  of  possibility,  even  probability. 
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THE  DUTCH  AT  THE  TEA-TABLE 

Th.  H.  Lunsingh  Scheurleer 


The  habit  of  tea  drinking  has  been  an  important  stimulus  to  the  decorative  arts  since  the  herb 
made  its  appearance  early  in  the  seventeenth  century.  Decorated  tea-tables  were  a  part  of  the 
display  of  luxury  with  which  the  Dutch  accompanied  the  drinking  of  this  novel  beverage. 


Whatsoever  person  or  persons  come  to  any  man  of  quality's 
hottse,  it  is  customary  to  offer  him  on  a  fair  tray  in  a 
porcelain  cup  ( or  as  many  cups  as  there  are  persons)  a  kind 
of  warm  water  which  they  call  'cha',  which  is  somewhat 
red  and  very  medicinal,  which  they  use  to  drink,  made 
from  a  concoction  of  somewhat  bitter  herbs;  with  this  they 
commonly  welcome  all  manner  of  persons  that  they  do 
respect,  be  they  acquaintances  or  be  they  not,  and  to  me  they 
offered  it  many  times. 

These  were  the  words  with  which  Caspar  da 
Cruz,  a  Portuguese  Dominican  priest,  reported 
to  his  contemporaries  in  the  Western  World, 
the  existence  of  the  wonderful  beverage  tea,  and  the 
important  place  it  had  taken  in  Chinese  society.1  Jan 
Huygen  van  Linschoten,  the  first  Dutchman  to  publish 
a  comprehensive  description  of  the  Far  East,  empha- 
sises the  custom  of  drinking  tea  in  Japan.2  Tea  came  to 
be  appreciated  a  few  years  later  (1610),  when  the  Dutch 
East  India  Company  imported  the  first  few  pounds  of 
tea  from  the  East  to  the  Netherlands.3 

But  at  first  the  interest  in  tea  was  limited  mainly  to 
the  world  of  science.  In  1618  the  rich  collections  of  the 
Leyden  university  were  added  to  by  Chinese  tea-leaves, 
and  a  little  later  another  asset  came  to  the  university : 
a  jar  filled  with  Japanese  'teae'  and  sealed  with  clay. 
In  a  caption  visitors  were  informed  that  tea  was  good 
for  the  stomach  and  digestive  system.4  Professor 
Nicolaas  Tulp,  who  had  studied  medicine  at  Leyden 
and  became  an  outstanding  professor  in  Amsterdam, 
explained  that  the  Chinese  thought  highly  of  the  heal- 
ing properties  of  tea.  It  was,  he  added,  generally  salu- 
tary for  physical  condition  and  contributed  to  long- 
evity.5 The  physician  Jacob  Bontius  also  praised  tea, 
calling  it  a  good  stimulant.  He  even  maintained  that 
the  beverage  was  excellent  medicine  with  which  to 
treat  patients  suffering  from  breathing  difficulties.6 

However,  in  spite  of  the  enthusiasm  displayed  by  the 
medical  profession,  the  westerners'  demand  for  tea  was 
far  from  overwhelming.  Pieter  van  Dam,  the  first 
historian  employed  by  the  Dutch  East  India  Company, 
leaves  no  room  for  doubt  on  the  subject:  in  1656,  he 
writes,  no  more  than  one  hundred  and  fifty  to  two 


hundred  pounds  of  tea  were  ordered  from  Japan  by 
Holland  and  Batavia,  still  a  record  turnover.7  Even 
when  taking  into  account  that  tea  was  traded  outside 
the  Company  by  private  dealers,  it  is  evident  that  tea 
remained  a  very  expensive  commodity  for  some  years, 
and  was  a  beverage  that  was  drunk  by  a  wealthy 
minority. 

In  the  meantime,  an  increasing  number  of  Dutch 
publications  of  travel  accounts  in  China  and  Japan  had 
become  available,  among  them  that  of  Jan  Nieuhoff 
who  accompanied  the  East  India  Company  legation  to 
China.  It  was  first  printed  in  Leiden  in  1665.  In  his 
account,  Jan  Nieuhoff  relates  the  proceedings  of  a  re- 
ception at  Nanking,  where  he  was  offered  tea  mixed 
with  milk  and  salt.  The  concoction  was  poured  into 
small  wooden  cups  from  a  large  silver  tea-kettle  with 
a  wooden  ladle.  The  colour  and  consistency  of  the 
liquid  reminded  the  Dutch  of  an  extract  from  beans. 
Tea,  infused  in  pure  boiling  water,  was  served  in 
porcelain  cups.8 

These  and  other  richly  illustrated  accounts  of  travels 
in  the  East,  still  surrounded  by  an  aura  of  magic,  must 
have  contributed  to  increased  understanding  and  ap- 
preciation of  tea,  but  it  is  significant  that  around  1670, 
the  commodity  was  still  unknown  in  an  important 
Dutch  city  such  as  Dordrecht.  When  at  last  people 
there  became  acquainted  with  the  beverage,  it  was  still 
disparagingly  referred  to  as  'haywatcr'.9  It  was  not 
until  a  physician  from  Alkmaar,  Dr.  Cornelis 
Bontekoc,  started  a  campaign  as  a  supporter  of  tea,  that 
the  Dutch  were  finally  won  over  to  the  eastern  herb. 
In  two  books10  he  rejected  those  who  had  objected  to 
tea  for  reasons  of  health,  and  praised  its  healing  pro- 
perties, stressing  his  point  to  such  an  extent  that  his 
readers  must  have  been  under  the  impression  that  the 
commodity  supplied  a  cure  to  all  ailments:  a  panacea. 
The  effect  was  immediate  and  overwhelming,  for  by 
1685  in  Holland  alone,  demand  had  surged  up  to 
twenty  thousand  pounds  and  this  was  but  the  begin- 
ning.11 

Tea  drinking  brought  an  abrupt  change  in  Dutch 
everyday  life  and  social  habits.  Bontekoe  had  warned 
his  readers  against  drinking  strong  tea,  but  weak  tea 
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could  be  taken  in  any  desired  quantity,  he  assured  them, 
without  suffering  physical  damage.  The  user  was  free 
to  determine  whether  he  drank  tea  once  or  twice  daily. 
However  the  habit  of  having  tea  in  the  afternoon 
developed  at  quite  an  early  stage.  The  Dutch  house- 
hold became  enriched  by  porcelain  cups  and  saucers, 
caddies,  teapots  and  tea-kettles  of  silver  or  non-precious 
metal.  All  these  objects  were  collected  on  or  around 
the  tea-table  which  became  the  focal  point  of  a  Dutch 
tea  party.12 

Around  1670  in  the  early  years  of  tea  drinking,  one 
would  probably  simply  have  gathered  around  a  small 
table,  of  an  ordinary  type  not  used  solely  for  tea.  An 
example  of  such  an  early  table  can  be  seen  on  a  'peep- 
show'  which  must  date  from  about  1670  and  can  be 
attributed  to  a  Delft  master  (No.  1).  It  shows  the  hall 
(voorhuis)  of  a  Dutch  burgher's  house.  The  background 
is  formed  by  die  wall  with  its  entrance  door  and  two 
windows  on  either  side.  The  mistress  of  die  house  is 
sitting  near  one  of  the  windows.  She  seems  completely 
absorbed  in  her  lacework,  while  a  maid  sweeps  die 
floor.  To  the  left  and  right  we  get  a  view  of  odicr 
rooms,  in  short  a  set-up  we  know  in  all  its  variations 
from  other  -  and  more  competent  -  masters  of  die 


Delft  school.  The  novelty  however  in  this  scene  is  the 
tea-table  with  its  cups  and  saucers,  teapot,  caddy  anc 
slop-basin.  It  is  set  for  two  and  occupies  the  centre  of 
the  hall.  With  its  turned  legs  it  is  of  the  simplest  design! 
and  may  have  served  other  purposes  just  as  well.  Such! 
were,  we  must  conclude  from  this  unusually  interest-! 
ing  'peepshow',  the  first  Dutch  tables  prepared  for  teal 
of  which  we  know.13 

Bontekoe  refers  to  the  display  of  luxury  at  tea  timel 
and  mentions  tea-tables  decorated  widi  lacquer  orl 
mother  of  pearl.  He  must  have  had  in  mind  the  mostl 
typical  Dutch  tea-table  which  appeared  around  1675 
and  remained  in  use  until  late  into  the  eighteenth  cen- 
tury. It  had  an  oval  top  with  a  moulded  border  and  a| 
column-shaped  stand  on  a  tripod  base.  These  tables! 
were  made  by  a  special  section  of  the  Dutch  cabinet-l 
maker's  guild,  who  were  only  entitled  to  work  soft, 
white  wood  such  as  pine,  which  is  why  they  were 
known  as  witwerkers.  In  this  white  wood  they  made  a 
variety  of  objects  for  daily  use,  such  as  packing-cases, 
spades,  and  watering-cans.  Furniture  also  formed  a 
large  part  of  their  output  and  before  being  entitled  to 
establish  as  a  master,  a  witwerker  would  have  to  make  a 
cupboard  and  a  tea-table  to  submit  to  a  group  of  quali- 
fied masters  for  inspection.  The  witwerkers  would  not 
deliver  dieir  furniture  unless  it  was  painted,  lacquered 
or  varnished.  To  do  so  they  would  come  to  an  agree- 
ment widi  a  painter  and  draw  up  a  contract  such  as 
the  one  of  1698  between  the  Amsterdam  witwerker 
Abraham  Willemsz  and  the  painter  Jan  de  Vries. 
Under  the  agreement  the  latter  was  to  paint  small  tea- 
tables  for  ten  and  larger  ones  for  sixteen  pennies.  He 
was  to  live  in  the  witwerker' s  house  for  which  he  paid  a 
yearly  rent.14  This  efficient  organisation  led  to  the 
production  of  a  great  many  tea-tables.  The  Rotterdam 
witwerker  Frans  Asselaer,  who  died  in  1712,  left  no  less 
than  twenty-eight  tea-tables.15 

The  drinking  of  tea  at  such  a  table  is  illustrated  by  a 
painting  from  1689  which  is  preserved  at  a  home  for 
old  ladies  founded  in  1742  in  Zwolle  by  Aleida 
Greven.16  The  picture  (No.  2)  shows  her  in  die  com- 
pany of  two  younger  ladies,  probably  sisters,  at  a  tea- 
party.  The  artist,  Cornelia  van  Marie,  a  local  amateur 
painter,  must  have  been  at  great  pains  to  represent  the 
tea-table  in  all  its  detail.  The  original  oval-shaped  top 
of  the  table  is  still  to  be  seen  in  the  same  vronwenhuis 
(No.  3).  It  has  die  flat  moulded  border  characteristic 
of  thesetables.lt  is  lacquered  red,  the  back  being  painted 
black.  The  stand  has  been  replaced  by  a  somewhat 
clumsy  one  in  die  nineteenth  century.  Bodi  die  chairs 
widi  turned  legs  used  by  the  ladies  and  die  small  carved 
and  gilt  mirror  (No.  4)  on  die  wall  are  preserved  in  the 
same  house.  Thus,  by  an  exceptional  combination  of 
circumstances  die  furniture  used  at  diis  tea  party  is  still 
available  to  all  interested  in  die  history  of  early  tea 
customs. 

Aleida  Greven  is  represented  handing  out  cups  of 
tea.  She  has  a  copper  water-kettle  placed  beside  her  on 
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the  marble  floor.  The  water-kettle  was  however  often 
placed  within  easy  reach  on  a  stand.  This  is  quite  clearly 
shown  on  a  drawing  of  about  die  same  time  by 
Bernard  Picart,  showing  an  aristocratic  party  drinking 
tea  (No.  5).  Four  ladies  of  distinction  are  gathered 
around  the  tea-table,  their  backs  held  impressively 
straight,  their  heads  adorned  with  fontange  hairdrcsscs 
decorated  with  lace  and  feathers.  A  male  figure  is 
standing  in  the  centre  in  front  of  what  seems  to  be  a 
throne,  in  conversation  with  one  of  the  ladies.  The  tea- 
table  has  the  usual  oval-shaped  top  resting  on  a  stand 
with  floral  motives.  The  foremost  lady  at  the  right- 
hand  side  is  die  hostess,  holding  in  the  right  hand  the 
diminutive  teapot.  The  silver  water-kettle  stands  in 
front  on  an  elaborate  stand.  The  gestures  of  the  ladies, 
the  elegance  of  their  attitude  and  clothes,  all  this 
leads  to  think  that  Picart  pictured  a  very  distinguished 
group  gathered  for  tea.  However  the  identification  of 
the  sitters  is  not  yet  known. 1 7 

An  etching  by  Picter  van  den  Bergc  gives  an  attract- 
ive image  of  a  Dutch  burger  family  at  tea  time  (No. 
6).  The  mistress  of  the  house  is  seen  from  the  back.  She 
is  seated  on  a  simple  laddcrback  chair,  the  water-kettle 
being  placed  on  a  stand  near  her,  the  hexagonal  teapot 
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on  the  table.  In  front  of  her  sit  her  husband  and  two 
daughters  one  of  whom  gives  an  apple  to  the  Benjamin 
who  joins  the  party  in  his  nurse's  arm.  The  print 
carries  the  caption:  'afternoon,  after  dinner',  a  moment 
of  the  day  regarded  as  specifically  suitable  for  tea.  The 
open  window  indicates  that  the  tea  is  the  drink  par 
excellence  for  a  hot  day ;  as  we  are  once  more  reminded 
by  the  legend :  hot  tea  has  a  cooling,  refreshing  effect, 
while  coffee  on  the  contrary  is  food  to  warm  the  body 
in  the  cold  season. 

Another  aspect  emphasised  by  Van  den  Berge's 
etching  is  the  bracket  suspended  above  the  tea-table. 
These  'tablets',  which  in  the  seventeenth  century  were 
sometimes  decorated  with  tortoiseshell  and  silver, 
served  to  display  a  variety  of  valuable  objects,  in  a  way 
similar  to  the  glass  case,  which  in  the  eighteenth  cen- 
tury was  often  to  be  found  in  Dutch  houses.  The  tea 
service  -  cups  and  saucers,  teapot  and  tea-caddy  - 
could  be  shown  and  stored  on  this  'tablet'.  It  then 
would  draw  the  general  attention  in  the  room  as  did 
the  tea-table,  which  after  tea  would  be  displayed  in  a 
corner  of  the  room  with  its  painted  top  tilted  to  a 
vertical  position.  This  had  the  additional  advantage  of 
creating  space  in  the  room  for  further  activities. 

Our  knowledge  of  Dutch  interior  decoration  is 
supplemented  in  a  fascinating  way  by  a  series  of  care- 
fully detailed  dolls'  houses,  all  originating  in  Amster- 
dam. Here  too  the  ubiquitous  tea-tables  are  present. 
An  unusually  fine  example  can  be  found  in  the  finest 
room  of  die  dolls'  house  made  about  1700  for  Petro- 
nella  Oortman.  Its  painted  top  shows  on  a  black 
lacquered  background  a  large  parrot  surrounded  by  a 

Colour. 

Tea-table  with  painted  top  showing 
Nicolaas  Heinsius  and  his  family, 
c  1700.  Height:  73  cm. 
Private  collection. 


5.  Bernard  Picart. 


Below. 


Aristocratic  company  at  a  tea  party,  c.  1690.      6.  Pieter  van  den  Berge. 
Rijksprcntenkabinet,  Amsterdam.  Afternoon-tea,  etching,  c.  1700. 
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7.  Miniature  tea-table. 
Painting  attributed  to 
Willem  van  Royen. 
Dolls'  house  of 
Petronella  Oortman, 
c.  1700. 
Rijksmuseum, 
Amsterdam. 


decorative  garland  of  flowers  (No.  7).  It  has  been 
recently  suggested  that  it  might  have  been  painted  by 
Willem  van  Royen  who  signed  die  picture  over  die 
chimneypicce  in  the  same  room.18  He  may  be  regard- 
ed as  one  of  diose  skilled  decorative  minor  painters  able 
to  complete  in  a  highly  talented  way  the  witwerkers' 
objects.  Lacquerworkers  also  contributed  considerably 
to  the  decoration  of  such  tabletops.  An  example  of 
such  a  table  (No.  8)  is  given  in  the  dolls'  house  put 
together  in  1743  by  Sara  Ploos  van  Amstel  from 


existing  parts  and  at  the  time  completed  by  many  new 
pieces.  The  scalloped  border  of  this  specimen  indicates 
that  it  must  have  belonged  to  the  batch  of  furniture 
which  was  added  in  1743. 19 

But  one  of  the  most  exquisitely  decorated  tea-tables 
dating  from  the  beginning  of  the  eighteenth  century  is 
still  in  the  possession  of  the  heirs  of  the  original  patron 
(colour).  The  top,  supported  by  a  finely  decorated 
foot,  shows  a  family  scene  representing  Nicolaas 
Heinsius  and  his  wife,  whose  coats  of  arms  have  been 
painted  at  the  top  of  the  picture.  Nicolaas  Heinsius20 
was  the  grandson  of  Daniel  Heinsius,  professor  in 
Greek  and  History  at  Leyden.  The  young  Heinsius' 
was  implicated  in  a  murder  case.  After  a  life  of  wand- 
ering, he  settled  down  in  the  free  town  of  Cul-; 
emborg  where  he  rose  to  renown  and  wealth.  He: 
practised  as  a  doctor,  published  books  about  podagra  \ 
and  venerial  diseases,  but  also  rogue-stories,  a  type  of 
literature  for  which  he  had  a  gift. 

Heinsius  is  placed  in  die  foreground  of  die  composi- 
tion, seen  from  the  back  for  obvious  reasons,  consider- 
ing his  past,  proudly  sporting  his  fashionable  wig, 
elaborate  coat  and  red  stockings.  The  remaining 
members  of  die  family,  his  wife,  two  daughters  and 
his  son-in-law,  are  seated  around  an  oval-shaped  table, 
where  they  are  occupied  drinking  tea  poured  out  of  a 
tea-urn.  Bontekoe  had  prescribed  that  tea  had  to  be 
taken  hot  and  that  the  flavour  would  be  enhanced  by 
sipping  audibly  at  the  beverage.  The  Heinsius  con- 
versation piece  clearly  reveals  that  tea  was  not  only 
drunk  from  cups,  but  also  from  saucers.21  The  artist 
who  made  this  painting  is  likely  to  have  been  a  painter 
of  conversation  pieces,  but  it  has  not  been  possible  up 
to  now,  to  identify  him. 

The  design  of  die  Dutch  tripod  tea-table  had  noth- 


Right. 

8.  Miniature  tea-table, 
lacquered.  Dolls' 
house  of  Sara  Ploos 
van  Amstel,  c.  1740. 
Gemeentemuseum , 
The  Hague. 

Far  right. 

9.  Tea-table  (see 
colour)  seen  with  top 
in  horizontal  position. 
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10.  ROMEYN 
DE  HOOGHE. 

Chinese  making 
lacqiterwork  (centre), 
Chinese  drinking  tea 
(top  left), 
engraving. 


ing  oriental  about  it.  It  was  only  its  lacquerwork 
decoration  which  created  the  'Indian'  illusion  and  an 
atmosphere  particularly  favourable  to  enjoy  tea.  But 
what  kind  of  table  was  used  by  the  Chinese  them- 
selves? Contemporary  literature  abounds  in  descrip- 
tions of  official  receptions  and  the  way  in  which  tea 
was  prepared  for  such  occasions.  Tea-tables  arc,  as  far 
as  I  know,  never  mentioned.  This  is  not  surprising  for 
the  simple  reason  that  the  tea-table,  as  it  is  known  in 
the  West,  was  unknown  in  the  Far  East.  But  this  fact 


must  have  been  difficult  to  understand  for  the  western- 
ers and  it  was  probably  at  this  point  that  they  created  a 
new  type:  the  drum-table.  As  early  as  1682,  Romeyn 
de  Hooghe,  picturing  Chinese  drinking  tea  (No.  10), 
shows  this  drum-shaped  table  with  a  heavy  scalloped 
border  around  the  top  in  use  as  a  tea-table.22  For  the 
Dutch  this  type  must  have  been  very  'Chinese'  indeed. 
Several  decades  later  Pieter  Schenk,  Jr.,  representing 
Chinese  at  tea  (No.  11)  shows  them  at  a  table  built  on 
exactly  the  same  principles.23 
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II.  Pieter 

SCHENK,  JR. 

Chinese  tea  party, 
engraving. 
University  Library, 
Gottingen. 


For  European  use  the  drum-table  was  often  placed 
on  feet.  Gerrit  Jensen,  cabinetmaker  to  King  William 
m,  made  such  a  table  for  Kensington  Palace  in  1690. 
His  bill  specifies  what  he  did:  'For  cutting  a  large 
Indian  drum  and  making  a  tea-table  and  a  frame  (stand) 
to  it,  carved'.24  Curiously  enough  such  drum-tables  on 
feet  would  also  do  for  'Chinese'  use  as  is  shown  by  a 
group  of  Chinese  drinking  tea  (or  wine),  pictured  on 
one  of  the  finest  polychrome  Delft  jars  known  by 
Rochus  Hoppcsteyn  from  c.  1690  (No.  12).  But  then 


this  type  of  tea-table  was  already  known  for  over  a 
decade  at  the  Frisian  court  at  Leeuwarden.  Albertine 
Agnes,  eldest  daughter  of  Frederic  Henry  of  Orange  and 
widow  of  the  Frisian  Stadtholder,  possessed  one.  An 
inventory  of  1681  mentions  a  'small  round  and  car- 
ved gilt  tea-table  on  six  feet'.  In  an  inventory  of 
1686-1694  a  'little  green  lacquered  round  tea-table' 
occurs.  Others  are  described  in  later  inventories  of  the 
Stadtholders.25  None  of  these  Dutch  examples  have 
been  preserved.  The  tea-drum,  used  chiefly  at  prince- 
ly and  royal  courts,  seems  to  have  lost  its  original 
function  in  the  course  of  the  eighteenth  century.  An 
inventory  of  the  Stadtholder's  residence  at  Leeuwarden 
of  173 1  mentions  a  black  drum  standing  in  one  of  the 
corners  of  a  lacquered  room,  now  used  to  display  a 
great  many  cups,  saucers,  teapots  and  other  porcelain 
ware.26  In  the  same  way  the  fine  series  of  small  drum- 
tables  (No.  13)  in  the  Charlottenburg  Schloss,  Berlin, 
seem  to  have  been  originally  tea-tables  and  become 
stands  for  porcelain  in  more  recent  times.27  In  Ger- 
many the  use  of  the  drum-table  even  found  its  echo  in 
'Mon  Plaisir',  the  group  of  miniature  houses  of  that 
duodecimo  princeling  Duchess  Augusta  Dorothea  von 
Schwarzburg-Arnstadt.28  It  cannot  be  accidental  that 
it  has  found  its  place  in  the  porcelain-room  (No.  14), 
the  very  place  which  often  seems  to  have  been  used 
as  a  tea  room. 


Right. 

12.  Polychrome  jar, 
Delft,  workshop  of 
Rochus  Hoppesteyn, 
c.  1690. 

Gemeentemuscwn , 
The  Hague. 

Far  right. 

13.  Lacquered 
drum-table,  c.  1700. 
Schloss  Charlottenburg, 
Berlin. 


14-  Porcelain-room  in 

'Mon  Plaisir',  first 

halfeighteenth 

century. 

Arnstadt, 

East  Germany. 
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DECORATION  ON  SILVER 

The  application  of  prints  in  the  work  of  seventeenth-century  Dutch  silversmiths 


J.  R.  ter  Molen 


Dutch  silversmiths  in  the  seventeenth  century  adopted  a  more  sophisticated 
approach  to  the  art  of  decoration  than  most  of  their  European  counterparts,  making 
use  of  the  variety  and  excellence  of  contemporary  engraving. 


IN  most  European  countries  engraving  on  silver 
objectswaslimitedinthe  main  to  the  application  of 
coats  of  arms  and  inscriptions,  along  with  simple 
forms  of  decoration  derived  from  ornament  en- 
gravings. In  Dutch  seventeenth-century  silver,  on  the 
other  hand,  one  finds  numerous  objects  decorated  with 
considerable  artistry  with  large  and  highly  detailed  en- 
gravings for  which  drawings  and  prints  by  well- 
known  artists  served  as  models.  Thanks  to  surviving 
sketches  or  bills  giving  specifications  we  even  have  a 
few  instances  of  a  direct  correlation  between  the  de- 
signer on  the  one  hand  and  the  silversmith  or  engraver 
on  the  other.  Thus  we  know  that  Hendrick  Goltzius 
and  the  architect  Hendrick  de  Keyzer  assisted  in  the 
creation  of  the  standing  cup  and  cover  with  scenes 
from  the  life  of  St.  Martin  for  the  Brewers'  Guild  of 
Haarlem,  which  was  made  by  Ernst  Jansz.  van  Vianen 
in  1604, 1  while  in  1630  Arent  Lambertsz.  Verstege 
made  for  the  Guild  of  St.  Hubert  a  drinking-horn 
of  silver  and  rock  crystal,  which  was  designed  by  the 
painter  Salomon  de  Bray,  whose  effects  also  appear  to 
have  included  sketches  for  church  silver.2  A  number  of 
surviving  drawings  of  mythological  subjects  by  Carel 
van  Mander,  the  author  of  the  celebrated  'Schilder- 
boeck',  were  also  unmistakably  meant  for  the  decora- 
tion of  silverwork.3 

Sometimes,  though,  otdy  the  most  important  parts 
of  elaborate  designs  of  this  type  were  carried  out  by 
silversmiths.  For  example,  in  the  Printroom  of  the 
New  York  Public  Library  there  is  a  sketch,  attributed 
there  to  Adam  van  Vianen,  for  a  large  circular  dish 
with  a  representation  in  the  centre  of  Neptune  and 
Amphitrite  in  a  chariot  drawn  by  seahorses,  surround- 
ed by  a  large  number  of  other  sea  creatures  tossing  on 
the  waves ;  several  more  small  mythological  scenes  are 
included  in  the  auricular  and  shell  ornament  round  the 
rim.  Only  the  central  scene  from  this  design,  somewhat 
simplified  and  minus  the  border,  has  been  taken  over, 
in  reverse,  on  an  embossed  tazza  of  1644  by  the 
Middelburg  silversmith  Adriaan  Herdtsen.4 

However,  already  existing  prints  were  much  more 
commonly  used  in  the  decoration  of  silver  than  draw- 
ings specially  prepared  for  the  purpose.  In  view  of  the 


high  quality  of  the  engraving  it  must  be  concluded  that 
the  silversmith  will  generally  have  called  on  the  aid  of 
a  specialist  engraver  for  its  execution.  This  assumption 
is  borne  out  by,  among  other  things,  a  notarial  act  of 
1627  winch  reveals  the  collaboration  between  an 
Amsterdam  silversmith  and  the  engraver  (plaetsnijder) 
Salomon  Rogiers.5 

When  Christiaan  Huygens  the  Younger  was  con- 
fronted on  a  visit  to  the  Elector's  palace  in  Berlin  in 
1680  by  a  'table  couverte  de  plaques  d'argent',  which 
had  in  all  probability  been  made  in  the  Netherlands 
and  for  which  the  silver  appeared  to  have  come  from 
the  Spanish  fleet  captured  by  Piet  Heyn,  he  noted  in 
his  travel  diary  that  the  'figures  gravee,  .  .  .  sembloit 
estre  de  Goltzius  ou  plutost  de  Matham'.6  Models  from 
the  works  of  such  graphic  artists  were  selected  count- 
less times  in  the  seventeenth  century  for  the  decoration 
of  silver  objects.  That  prints  with  the  most  diverse  sub- 
ject-matter found  an  application  in  this  way  will  be 
demonstrated  in  brief  under  the  headings  that  follow. 

Biblical  subjects 

Many  of  the  scenes  embossed  or  engraved  on  silver  in 
the  seventeenth  century  were  taken  from  the  Bible. 
Obviously  such  subjects  were  applied  mainly  to  ob- 
jects for  church  use,  but  they  are  also  often  found  on 
secular  pieces  such  as  brandy  bowls  and  tazze.  Bible 
stories  dealing  with  marriage  and  marital  fidelity  were 
also  regularly  depicted  on  wedding  caskets  (knotte- 
kistjes) ;  in  the  Frisian  area  it  was  customary  for  a  bride- 
groom to  offer  Ins  future  wife  a  gift  of  money  (bruids- 
schat)  in  such  a  finely  worked  silver  box.7 

An  important  source  of  inspiration  for  the  silver 
engravers  were  the  many  Bible  illustrations  published 
in  such  books  as  the  'Bibels  Tresoor'  by  ChristofFel  van 
Sichem  (1646)  and  the  'Toneel  ofte  Vertooch  der 
Bybclsche  Historien'  by  Pieter  H.  Schut  (1659).  Along- 
side books  of  this  type  prints  dating  from  the 
sixteenth  century  also  continued  to  be  used.  Thus  the 
scenes  embossed  on  the  foot  of  a  chalice  made  by  the 
silversmith  Johannes  Bogaert  in  Amsterdam  in  1626  are 
taken  from  Diirer's  Small  Passion.8  A  further  example 
is  a  bookbinding  dating  from  the  early  seventeenth 
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century,  which  has  engraved  scenes  on  the  front  and 
back  covers  surrounded  by  pierced  Renaissance  orna- 
ment (No.  i).9  The  subjects  are  the  Anointing  of  David 
and  David  with  the  Head  of  Goliath,  the  model  which 
served  for  the  latter  being  a  print  made  by  Jan  Saenre- 
dam  in  1600  after  a  painting  by  Lucas  van  Leyden 
(No.  2). 10 

Mythological  and  allegorical  subjects 
Stories  taken  from  Classical  mythology  and  Ovid's 
'Metamorphoses'  were  highly  popular  in  the  Nether- 
lands during  the  seventeenth  century  and  as  a  result 
artists  made  numerous  prints  of  them.  It  goes  without 
saying  that  such  material,  which  was  the  subject  of  so 
much  interest,  was  drawn  on  time  and  time  again  for 
the  decoration  of  silver  of  all  kinds.  One  of  the  most 
imposing  examples  of  this  is  a  silver  table  top  on  which, 
in  an  oval  medallion  in  the  centre,  is  an  engraving  of 
Venus  presenting  a  shield  held  by  putti  to  Aeneas,11 
an  episode  from  Virgil's  'Aeneid'  for  which  a  print  by 
Gerard  de  Lairesse  served  as  a  model. 

Subjects  of  an  allegorical  nature  regularly  applied  to 
silverwork  are  the  Four  Seasons,  the  continents  and  the 
senses,  while  on  Communion  beakers  and  Frisian 
brandy  bowls  one  repeatedly  finds  female  figures  sym- 
bolising Faith,  Hope  and  Charity.  A  curious  piece  in 
this  connection  is  a  Groningen  beaker  of  1660  by  Jan 
Metting,  on  which  Fortune,  Poverty  and  Peace  are 
depicted  as  human  figures.  They  are  based  on  a  series  of 
prints  by  Zacharias  Dolendo  after  models  by  J.  de 
Gheyn  and  with  explanatory  texts  by  Hugo  Grotius.12 

The  application  of  prints  from  emblematical  litera- 
ture to  the  decoration  of  silverwork  is  exemplified  by  a 
box  which  is  presumably  Dutch  and  for  which  the  en- 
graver has  taken  over  a  number  of  illustrations  from 
D.  Heinsius'  'Emblemata  armatoria',  published  in 
1608. 13  The  works  of  Jacob  Cats  were  likewise 
favourite  reading  matter.  In  his  book  'Houwelyck' 
('Marriage'),  which  was  published  in  Middelburg  in 
1625,  the  various  ages  of  man  are  compared  with  the 
Four  Seasons,  this  symbolism  being  given  pictorial 
form  in  the  book  by  means  of  prints  by  A.  van  der 
Vcnne  (No.  3).  The  human  figures  in  the  four  stages  of 
life,  which  form  part  of  these  representations,  are  en- 
graved in  an  identical  manner  on  a  Dordrecht  beaker 
of  1668  (No.  4). 14  This  object,  clearly  recognisable 
from  the  depiction  of  'old  age'  and  the  text  below  it, 
appears  on  a  painting  attributed  on  the  basis  of  the 
initials  'i.e.'  to  Israel  Couvijn  (No.  5). 15  Thechildinthc 
picture  was  probably  given  the  beaker,  which  he  is 
pointing  to  with  his  finger,  as  a  christening  present 
(pillcgift)  from  the  three  polders  in  the  Hoeksche 
Waard,  the  names  of  which  are  given  in  the  inscrip- 
tion: NIEVW  BONAVENTVRA  .  MOERKERCKEN  .  OOST 
somerlandt.16  The  painter  Israel  Couvijn,  who  came 
from  Antwerp,  settled  in  Dordrecht  around  1647, 
marrying  Margareta  Coenendr.  there  in  1653.  The 
date  of  his  death  is  unknown,  but  since  his  wife  is  men- 
tioned in  a  deed  of  7  April  171 1  as  a  widow,  he  must 
have  died  before  that  date. 
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Historical  subjects 

The  custom  of  presenting  a  silver  beaker  to  people  who 
had  displayed  unusual  gallantry  or  cleverness  in  mili- 
tary action  had  already  been  introduced  in  the  Nether- 
lands in  the  sixteenth  century.  Sometimes  the  event 
concerned  was  commemorated  on  the  object  by  means 
of  a  text,  but  it  might  also  be  shown  in  pictorial  form, 
the  engraver  mostly  making  use  of  an  existing  print. 

One  of  the  most  important  examples  of  presentation 
silver  of  this  type  is  the  set  consisting  of  a  large  ewer 
and  basin  made  by  the  famous  Utrecht  silversmith 
Adam  van  Vianen  in  1614,  on  which  are  engraved 
depictions  of  all  the  important  battles  fought  against 
the  Spaniards  in  the  preceding  years.17  These  pieces 
were  probably  presented  to  Prince  Maurice  as  a  gift 
from  the  city  of  Amsterdam,  whose  arms  appear  in 
enamel  on  a  raised  boss  in  the  centre  of  the  basin.  The 
historic  events  shown  on  the  ewer  and  basin  include 
the  sieges  ot  Alkmaar  (1573)  and  Leiden  (1574),  the 
battles  of  the  Zuider  Zee  (1573)  and  Nieuwpoort 
(1600),  the  defeat  of  the  Spanish  Armada  (1588)  and  the 
capture  of  Breda  (1590).  Most  of  the  scenes  are  taken 
from  prints  from  the  collected  works  of  Frans  Hogen- 
berg.18  The  spectacular  capture  of  Breda,  in  which 
soldiers  -  evidently  under  the  inspiration  of  the  ruse  of 
the  wooden  horse  of  Troy  -  were  smuggled  into  the 
city  in  a  peat-boat,  was  depicted  on  a  print  by  B. 
Dolendo  in  four  episodes,  one  of  which  was  applied  by 
Adam  van  Vianen  to  this  basin. 

It  is  noteworthy  that  the  subject  of  the  last  men- 
tioned print  had  already  been  executed  in  embossing 
on  a  fdrcrt-bowl  of  1600  by  the  Breda  silversmith  Elias 
Marcus.  This  Renaissance  tazza,  which  has  a  cover 
topped  by  a  standing  figure  of  Minerva,  was  presented 
by  the  municipality  of  Breda  to  Count  Philip  of 
Hohenlohe  who  was  in  command  at  the  time  of  the 
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capture  in  1590 

Evidently  those  on  the  Spanish  side  also  honoured  their 
heroes  with  gifts  of  silver.  Around  1628  a  ta:za  made 
by  the  silversmith  Ingclbert  Macrtens  Huughclinck 
at  's-Hertogenbosch  was  presented  by  that  city  to 
the  commander  Grobbendonck.20  On  it  is  embossed 
the  cavalry  encounter  of  1600  in  which,  although 
Grobbendonck's  lieutenant,  Geraert  Lcckerbeetjcn, 
was  killed,  the  States'  commander  was  finally  worsted 
after  his  troops  had  been  scattered.  The  scene  proves  to 
have  been  borrowed  from  a  print  after  Sebastian 
Vrancx,  on  a  later  version  of  which  the  arms  of 
Grobbendonck  have  been  added.21  On  the  circular 
tazza-bow\  these  arms  are  applied  in  the  centre  and  it 
was  thus  necessary  for  several  minor  alterations  to  be 
made  in  the  relative  positions  of  the  figures  and  in  the 
background. 

The  revolt  against  the  dominance  of  Spain  eventu- 
ally culminated  in  the  Treaty  of  Westphalia  in  1648, 
but  in  1672  the  Netherlands  were  once  again  seriously 
assailed  by  force  of  arms  when  a  large  part  of  the 
country  was  overrun  by  French  and  German  armies. 


COEVOKDICV  - 
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The  advance  was  halted  and  it  became  possible  todrive 
the  enemy  back  after  an  attack  on  Groningcn  had  been 
beaten  off  and  die  important  fortress  of  Coevorden  re- 
captured. The  latter  success  was  mainly  the  result  of 
the  actions  of  a  certain  Mcindert  van  der  Thijncn,  to 
whom  a  silver  beaker  was  presented  several  years  later 
by  the  Council  of  State.  This  beaker,  which  stands  on  a 
moulded  foot  and  is  provided  with  a  cover,  was  made 
in  The  Hague  in  1676. 22  On  it,  under  a  banderole  with 
the  inscription  'Coevorden',  is  an  engraved  scene  ot  the 
storming  of  that  fortress.  The  anonymous  print  which 
was  used  by  the  engraver  as  a  model  was  discovered  as 
the  result  of  a  search  in  the  Rijksprentenkabinct  in 
Amsterdam  (No.  6),  where  a  signed  drawing  of  the 
cup  by  G.  Frijling  is  also  preserved  (No.  7).  23 


Above  top. 

6.  The  Storming  of  the 
Fortress  of  Coevorden 
in  1 672,  engraving, 
10.6  X  14  cm. 
Rijksprentenkabinet, 
Amsterdam. 

Above. 

7.  Beaker  with 
the  storming 
of  Coevorden, 
drawing  by 

G.  Frijling,  pen  and 
grey  ink,  grey  wash, 
43.4  X  53-3  cm. 
Rijksprentenkabinet , 
Amsterdam. 
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Maps 

Closely  related  to  the  group  of  silver  objects  on  which 
historic  events  are  depicted  are  two  beakers  engraved 
with  maps  which  give  a  picture  of  the  sieges  of 
Maastricht  (1632)  and  Breda  (1637)  respectively.  Both 
pieces  were  made  by  Scholtc  Janssen,  a  prominent  in- 
habitant of  Sncek.24 

The  siege  of  Maastricht,  in  which  a  ring  of  fortifi- 
cations was  constructed  around  the  city,  was  mapped  by 
Claes  Jansz.  Visschcr  and  there  also  exists  a  virtually 
identical,  anonymous  version  of  his  plan  bearing  an 
inscription  in  German:  'Belagerung  der  Stat  Mastricht 
Dutch  Printz  Freder.  Hcinri.  vo  Oranien  .  .  .'.  It  was  this 
latter  version  (No.  8)  that  the  engraver  of  die  beaker 
used  as  a  model,  making  a  few  minor  alterations  in  it 
to  suit  the  form  of  the  surface  at  his  disposal.  As  far  as 
can  be  made  out,  the  beaker  (No.  9)  was  presented  to 
Lieutenant  Sebo  Djurken  by  the  Stadtholder  Prince 
Frederick  Henry  in  1632.25 

The  beaker  with  the  siege  of  Breda,  which  dates 
from  1648  and  was  given  by  the  family  of  the  Stadt- 
holder to  the  city  carpenter  Jacobus  van  Rijckevorsel, 
rests  on  a  moulding,  in  contrast  to  the  indented  foot  of 
the  other  beaker.26  The  model  for  the  plan  engraved  on 
it  was  the  ' '  Aldemieuste  gecorrigeerde  en  verheterde  Caerte 
van  Breda'  ('Most  recently  corrected  and  improved 


Above. 

8.  Map  with  the  siege 
of  Maastricht  in  1632, 
Claes  Jansz. 
Visscher  (?) 

28.1  X  37.7  cm. 
Van  Gijn  Museum, 
Dordrecht. 

Left. 

9.  Silver  beaker 
with  the  siege 
of  Maastricht, 

by  Scholte  Janssen, 
Sneek,  1632. 
Height:  16  cm. 
Frisian  Museum, 
Lecuwarden. 
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lap  of  Breda')  published  by  Claes  Jansz.  Visscher  in 
J  >37- 

In  die  sixteenth  and  early  seventeenth  centuries  a 
timber  of  curious  silver  cups  were  made  in  western 
urope,  of  which  the  body  and  lid  together  form  a 
lobe  and  which  in  some  instances  have  a  supporting 
gure  of  Atlas  as  a  stem.27  Although  most  of  these 
lobe  cups  were  made  by  German  and  Swiss  silver- 
;  niths,  there  is  one  example  of  Dutch  origin.  The 
'  lobe,  probably  engraved  after  a  map  of  the  world  by 
ibo  Gualtheri  of  Leeuwarden,  rests  on  a  baluster  stem 
tid  foot  decorated  with  caryatids  and  Renaissance 
rnament,  while  the  lid  bears  a  man  with  a  shield  and 
oear.  The  cup  was  given  to  the  town  of  Franeker, 
/hich  still  owns  it,  in  1607  by  tenants  of  estates  which 
ne  Duke  of  Saxe  had  ceded  to  the  town.28 

Portraits 

'ortraits  of  the  Stadtholders  and  members  of  their 
amily  were  frequently  applied  to  silver  objects  in  the 
eventeenth  century  as  a  token  of  sympathy  with  the 
louse  of  Orange.  Thus  William  rii,  who  also  became 
Cing  of  England  in  1689,  and  his  wife  Mary  were  por- 
rayed  on,  among  other  things,  a  beaker  of  169 1  by  the 
lotterdam  silversmith  Cornelis  de  Haan  and  the 


handles  of  a  brandy  bowl  made  in  die  same  year  by 
Daniel  de  Berch  in  Delft.29  The  Stadtholder-King  was 
also  immortalised  by  portraits  on  a  number  of  tobacco 
boxes  and  the  bowls  of  spoons. 

A  silver  bookbinding  dating  from  as  early  as  circa 
1 61 5  has  pierced  ornament  on  the  outside,  but  is  en- 
graved inside  with  portraits  of  the  Princes  Maurice  and 
Frederick  Henry  after  prints  by  C.  van  de  Passe.30  The 
engraving  on  a  beaker  made  in  Dordrecht  in  1658  is 
by  a  far  less  skilful  hand,31  but  it  bears  cartouches  set  in 
a  sort  of  auricular  ornament  with  the  portraits  of  no 
less  than  five  members  of  the  House  of  Orange: 
William  1,  Maurice,  Frederick  Henry,  William  11  and 
William  in  as  a  child  (No.  10).  Since  countless  portraits 
of  the  Stadtholders  were  published  in  the  Netherlands 
and  some  of  them  were  also  used  to  illustrate  books, 
the  engravers  of  such  silverwork  will  not  have  had 
much  difficulty  in  finding  suitable  models.  And, 
indeed,  on  prints  in  the  third  edition  of  Everhard  van 
Reyd's  'Oorspronck  ende  voortganck  vande  Neder- 
lantsche  oorloghen'  ('Origin  and  course  of  the  Nether- 
landish wars'),  which  was  published  in  Amsterdam  in 
1644,  the  portraits  of  William  1  and  Maurice  are  given 
in  an  identical  way  to  those  on  the  beaker,  which  was 
made  some  years  later  (No.  1 1). 


Below  left. 

10.  Silver  beaker 
with  portraits  of 
members  of  the 
House  of  Orange, 
Dordrecht,  1658. 
Height:  21.5  cm. 
Het  Loo  Palace 
Museum,  Apeldoorn. 

Below. 

11.  William, 
Prince  of  Orange, 
engraving  after 
M.  van  Mierevelt, 
16  X  11. 2  cm. 
University  Library, 
Leiden. 
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Left. 

12.  Silver  dish 
by  Claes  Keyzer, 
Delft,  1667. 
Diameter:  37.6  cm. 
Boymans-van 
Beuningen  Museum, 
Rotterdam. 

Below. 

13.  Men  Playing  Card 
etching,  by 
Cornelis  Bloemaert. 
10.4  X  15.3  cm. 
Boymans-van 
Beuningen  Museum, 
Rotterdam. 


Landscapes  and  genre 

In  the  period  around  1630  a  number  of  polygonal 
dishes  with  incurved  sides  (puntschotcls)  were  made, 
particularly  in  Amsterdam,  which  bear  engraved 
scenes  executed  with  exceptional  artistry.  For  instance, 
in  an  example  of  1629  by  the  Amsterdam  silversmith 
Willem  Tobias,  the  centre  is  decorated  with  a  young 
falconer  surrounded  by  arabesque  ornament.  The  no 
less  rich  engraving  round  the  rim,  on  the  other  hand, 
is  a  compilation  of  details,  a  large  number  of  which  are 
taken  from  a  series  of  landscape  etchings  published  by 
Claes  Jansz.  Visscher,  in  which  Jan  and  Esaias  van  de 
Velde  recorded  their  impressions  of  their  wanderings 
round  Holland  'from  the  life'.32 

The  landscapes  applied  by  the  Amsterdam  silver- 
smith of  Franeker  origin,  Harcke  Tjaerts,  to  the  sides 
of  a  box  in  1664  are  not  engraved,  but  embossed.33 
This  technique  was  also  used  on  the  rim  of  a  silver  dish 
which  was  made  three  years  later  and  bears  the  maker's 
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i  ark  of  Claes  Keyzer  of  Delft  (No.  12).34  The  decora- 
on  of  the  rim  consists  of  six  pastoral  scenes  which 
rove  to  be  linked  to  a  series  of  etchings  by  Cornelis 
loemaert  (No.  13).35  A  dish  which  is  virtually  identi- 
J,  except  that  one  of  the  scenes  on  the  rim  is  different, 
shown  on  a  nineteenth-century  lithograph  (No.  14). 
this  print  is  to  be  trusted,  then  the  arms  and  inscrip- 
!  on  engraved  on  the  centre  of  the  silver  dish  are  also 
j  lissing  on  it.  The  inscription  commemorates  the  mar- 
age  of  Jan  van  der  Strate  and  Jacomijntje  van 
\  Veemaer  on  18  May  1642  and  the  piece,  which  dates 
om  1667,  was  thus  evidently  made  on  the  occasion 
I  f  their  silver  wedding.  And  here  we  must  not  omit  to 
^lention  that  in  that  same  year,  1667,  Franchijna  van 
:  trate,  a  daughter  of  the  couple  in  question,  married 
le  silversmith  Claes  Keyzer  who  made  the  dish. 
Separate  figures  were  used  a  number  of  times  as 
ecoration  on  silver,  prints  by  Abraham  Bossc  being 
mong  those  used  as  models.36  An  exceptionally  fine 
ngraved  beaker  made  in  Deventer  in  1664  by  Antoni 
I  Magnus  shows,  alongside  such  figures  borrowed  from 
iosse,  various  grotesque  figures  after  Jacques  Callot.37 
evidently  the  prints  of  tins  French  artist  were  very  well 
oiown  in  the  Netherlands,  for  a  scene  from  liis  Miseres 
Guerre  occurs  on  a  Frisian  beaker,  while  on  a  little 
:up  from  the  Groningen  Goldsmiths'  Guild  one  of 
lis  cavalry  battles  is  used  to  illustrate  a  moralising  in- 
scription to  the  effect  that  most  conflict  among  men  is 
:aused  by  gold  and  silver.38  It  is,  however,  not  clear 
vvhether  the  engraver  of  this  last  object  made  direct  use 


of  Callot's  print,  since  the  same  scene  is  also  included  as 
part  of  the  title-print  in  I.  Commelin's  book,  'Frederick 
Hendrick  van  Nassau w  .  .  .',  which  was  published  in 
Amsterdam  some  decades  previously. 

Ornament  engravings 

Although  the  subjects  taken  from  the  prints  discussed 
under  the  previous  headings  were  generally  applied  to 
the  silver  objects  by  specialist  engravers,  simple  decora- 
tive ornament,  for  which  models  were  to  be  found  in 
ornament  engravings,  was  mostly  executed  by  the 
silversmith  himself.  Although  repeated  use  was  made 
of  foreign  and  particularly  German  prints,  various 
series  ot  ornament  engravings  also  appeared  in  the 
Netherlands  in  the  seventeenth  century.39  For  example 
the  'Spits-boeck  Dicnstich  den  Gout  en  Silversmeden 
om  te  Snijden  en  Drijven'  ('Prime  Book  for  the  Use  of 
Gold-  and  Silversmiths  in  Engraving  and  Embossing') 
by  the  monogrammist  P.  R.  K.  (No.  15),  was  princip- 
ally devoted  to  the  strapwork  filled  with  symmetrical 
arabesques  ot  plant  forms,  which  was  used  for  a  long 
period  to  decorate  the  rims  of  otherwise  plain  silver 
beakers.40  Prints  with  similar  designs  by  the  Groningen 
silversmith  and  engraver  Adriaen  Muntinck  are  also 
known;41  the  'baldicchino  ornament'  regularly  used 
by  him  in  them  can  be  seen  on,  among  other  pieces, 
the  beaker  mentioned  above  with  subjects  from  De 
Gheyn.  Birds  and  hunting  parties,  which  were  fre- 
quently engraved  on  silver  by  way  of  decoration  (for 
example,  No.  10),  arc  in  many  instances  taken  from 


14.  Depiction  of  an 
'Embossed  dish 
(seventeenth 
century)',  lithograph 
by  P.  W.  M.  Trap, 
12.3  X  18.8  cm. 
Boymatts-vait 
Bcuitingen  Museum, 
Rotterdam. 
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15.  Title-print  of 
the  'Spits-boeck' 
byP.R.K., 
9.5  X  14.8  cm. 
Rijkspretitenkabinet , 
Amsterdam. 


16.  Lottery  print 
for  the  lottery  in 
aid  of  Terschelling, 
1666, 

36  X  56  cm. 
Atlas  van  Stolk, 
Rotterdam. 


the  work  of  Hans  Liefrinck  (died  Antwerp,  1573),  of 
which  an  edition  was  published  by  Claes  Jansz. 
Visscher  as  late  as  163 1. 

Designs  for  the  silver  knife  handles  with  Biblical 
or  allegorical  subjects  combined  with  taut  Renaissance 
ornament,  which  were  produced  on  quite  a  large  scale 
in  the  Netherlands,  are  to  be  found  in  the  graphic  work 
of  Jan  Theodoor  de  Bry.42  Michel  le  Blon  also  made 
prints  with  knife  handles,  although  he  is  mainly 
known  for  his  numerous  ornaments  for  escutcheons,  of 
winch  a  simple  example  is  to  be  seen  on  the  Delft  dish 
by  Claes  Keyzer  (No.  12). 43 


Alongside  such  models  for  decorative  element' 
depictions  of  objects  themselves  can  also  be  regarded 
ornament  engravings  in  a  number  of  cases.  Tkis  at 
plies,  for  example,  to  objects  in  fanciful  forms  creatt 
under  the  influence  of  auricular  ornament  like  tho 
made  by  the  van  Vianens  and  reproduced  on  prints  1 
their  'Constighe  Modellen'  ('Artistic  Models').44  Sim 
lar  series  by  Janus  Lutma  and  Michiel  Mousijn  are  als 
known. 

Finished  silver  objects  appear  not  only  on  ornamei 
engravings,  but  also,  and  generally  in  fairly  lar£ 
numbers,  on  lottery  prints  which  give  an  idea  of  tl 
prizes  offered.  Such  prints  did  not  serve  as  stuA 
material  for  silversmiths,  but  they  give  us  a  nicepictui; 
of  the  variety  of  seventeenth-century  silver,  while  tl 
original  names  for  the  objects  in  question  also  ofte 
occur  in  the  descriptions  furnished.  Thus  in  1666  sa 
cellars,  beakers,  tazze  and  a  large  number  of  spoon 
as  well  as  watches  and  silver  toys,  were  offered  in,' 
lottery  on  behalf  of  the  distressed  inhabitants  c 
Terschelling  after  their  island  had  been  razed  to  tri 
ground  by  an  English  naval  unit  (No.  16).  It  will  con 
as  no  surprise  that  in  Dutch  writings  of  the  time  tr 
Great  Fire  that  ravaged  London  a  month  later  wsl 
described  as  God's  vengeance  for  diis  shameful  act ! 

Translated  from  the  Dutch  by  Patricia  War  Ale. 
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Aedals  andplaquettes,  the  subject  of  which  also  linked  with  prints 
n  many  cases,  have  been  left  out  of  account  in  this  article  in  view 
<f  the  limited  space  available.  I  would  like  to  express  my  cordial 
hanks  here  to  the  many  colleagues  in  museums  and  archives  who 
lave  helped  me  by  furnishing  information. 
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Museum  Boymans-van  Beuningen,  Rotterdam. 
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DUTCH  "PORSELEIN' 

OF  THE  SEVENTEENTH  GENTUPi 

Oliver  Van  Oss 


1.  Milkmaid  plate, 
early  seventeenth 
century,  probably 
Rotterdam. 

I  'ictoria  and  Albert 
Museum,  London. 

2.  Wan-Li  dish, 
with  pale  blue  glaze, 
mid-seventeenth 
century. 

Diameter:  30  cm. 
Private  Collection, 
England. 


The  twin  demands  for  profitable  investment  and  conspicuous  display  underlay  the 
remarkable  impetus  given  to  artistic  activity  in  seventeenth-century  Holland, 
evidenced  in  the  'originality  and  vigour'  of  delftware. 

It  is  not  always  realised  how  small  an  area  was  in- 
volved in  die  financial  and  artistic  productivity  of  U 
the  Netherlands  in  the  seventeenth  century ,  which  I 
was  almost  entirely  confined  to  the  two  provinces  of  [ 
Holland.  If  we  place  the  northernmost  centre,  Amster-  , 
dam,  on  the  City  of  London,  the  southernmost,  | 
Rotterdam  would  fall  at  Horsham,  with  Haarlem  at  1 
Slough,  Leiden  at  Leatherhead  and  Delft  at  Haslemere.  a 
This  narrow  strip  was  the  scene  of  an  exceptional  and 
rapidly  expanding  economy,  producing,  as  it  always  | 
does,  a  demand  not  only  for  conspicuous  display  but  > 
for  profitable  investment.  The  outward  and  visible  I 
signs  were  building,  the  huge  number  of  paintings 
produced  and  the  phenomenal  development  of  the 
pottery  industry  manufacturing  what  is  universally 
known  as  Delft,  though  it  was  also  made  at  other 
places. 

Since   the   nnd-sixteenth   century  tin-enamelled 
pottery  had  been  made  in  the  Netherlands,  where 
Antwerp  potters  had  settled  in  Middelburg,  Dord- 
recht and  Haarlem  and  at  Delft  as  late  as  1584.  But  it 
was  rugged  stuff,  a  provincial  derivative  of  Italian  , 
maiolica  such  as  that  of  Casteldurante  and  not  so 
sophisticated  as  that  of  Antwerp.  The  plates  and  dishes  I 
still  had  a  coarse  lead  glaze  on  the  back  and  the  only  I 
Dutch  innovations  were  plates  with  embossed  knobs 
or  'blue  dashes',  both  derived  from  metal  shapes,  and  a  j 
decoration  of  pious  admonitions,  milkmaids  (No.  1)  or 
fictitious  coats  of  arms.  The  colours  were  a  thick  dark 
blue,  an  orange  ochre  and  an  opaque  light  green  with 
no  hint  of  copper  in  it. 

The  revolution  in  taste  was  triggered  oft  by  the  arri- 
val in  Amsterdam,  in  1600,  of  two  shiploads  of  Ming 
porcelain.  The  mysterious  material  had  been  known 
before  then  through  rare  specimens,  treasured  in  col- 
lectors' cabinets  along  widi  lacquer  and  textiles,  but 
now  the  market  was  suddenly  flooded  with  it.  Chinoi- 
scric  became  a  familiar  mode  in  western  Europe  and  it 
was  to  prevail  over  all  other  motifs  in  Delft  pottery  for 
the  next  hundred  and  fifty  years.  Though  other  cities 
also  produced  notable  wares,  the  concentration  of  the 
industry  at  Delft  was  favoured  by  its  situation,  which 
gave  easy  access  to  the  great  rivers  for  the  export  of  its 
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products  and  die  import  of  cobalt  from  the  RJiineland 
and  of  specially  fine  clay  from  Tournai.  At  the  same 
time  the  failure  of  many  of  the  town's  breweries,  faced 
by  competition  from  England,  left  premises  available 
for  re-investment  in  potteries,  many  of  which  took 
over  the  old  brewery  names,  such  as  the  Rose,  the 
Three  Bells,  the  Peacock  and  the  'Greek  a'. 

It  is  curious  that,  throughout  the  century,  the  new, 
exotic  style  remained  confined  in  Holland  to  the 
decoration  of  pottery.  This  may  well  be  because,  after 
a  few  tentative  applications,  the  potters  at  first  concen- 
trated on  producing  as  exact  an  imitation  of  the 
Chinese  originals  as  possible,  using  the  finest  clay,  so  as 
to  achieve  the  required  thinness,  the  most  brilliant  blue 
they  could  find,  and  covering  the  whole  with  a  final 
lead  glaze  (kwacirt)  to  reproduce  the  almost  metallic 
glitter  of  porcelain.  So  successful  were  they  that  it  is 
often  difficult  to  distinguish  Dutch  from  Ming  or 
Ching  until  a  piece  is  handled.  The  white  is  sometimes 
purer  and  warmer  than  the  Chinese,  though  often  it  is 
faintly  tinged  with  blue,  possibly  in  order  to  suggest 
the  translucency  of  the  original. 

Amongst  these  replicas  are  the  great  Wan-Li  dishes, 
tor  display,  not  use,  with  centre-pieces  of  wildfowl  or 
baskets  of  peonies,  surrounded  by  a  border  of  Buddhist 
emblems,  reserved  in  fretwork  or  scrolls  (No.  2). 
Colour. 

Pagoda,  blue  and  white, 

probably  from  the  'Greek  a'  factory. 

Castle  Howard  Collection. 

3.  Candlestick,  greyish  blue  with  trek, 

marked  'lc',  c.  1680.  Height:  24.1  cm. 

The  shape  is  common  in  English  silver  and  was  also 

made  in  The  Hague.  Geiiieentemiiseum,  The  Hague. 


105 


Dutch  'Porsclcin'  of  the  Seventeenth  Century 


These  were  soon  followed  by  vases  and  plates  imitating!  I 
Kang-H'si  scenes  of  Oriental  personages.  But  no  imi-jj 
tator  (or  forger)  can  long  restrain  the  emergence  of  his!  j 
own  artistic  personality  or  the  influence  of  contempor-  j 
ary  design.  By  the  mid-'thirties  the  simple  blue-and-;l 
white  is  enhanced  with  touches  of  pale  manganese,! 
verging  on  lilac:  the  figures  are  outlined  in  a  dark  use! 
of  the  same  colour,  the  trek,  giving  a  more  assertive! 
quality  to  the  whole  design.  The  Ming-Ching  transi-l 
tion  shapes  are  at  times  replaced  by  Renaissance  and! 
Baroque  forms  of  jugs  (No.  4)  and  candlesticks  (No.  3)1 
copied  from  the  silversmiths,  as  were  the  patterns  onj 
the  borders,  and  European  figures  appear  in  the  prin-l 
cipal  decoration.  In  these  last  the  preference  was  forH 
scenes  of  heroic  Roman  virtue,  of  Bible  stories,  of  well-l 
to-do  citizens,  and  of  land-  and  seascape.  The  execution! 
is,  in  the  best  pieces,  firm  and  delicate,  but  seldom  free-1 
hand.  Almost  invariably  it  was  'pounced',  that  is 
traced  through  the  pricked  lines  of  an  engraving.  Suchiy 
borrowings  include  not  only  works  of  Raphael  and  hisl 
imitators  but  those  of  contemporary  Dutch  painters! 
such  as  Van  Goyen  (Nos.  6a,  b,  and  c),  Berchem  (No.l 
5),  Nooms  and  others.  Landscapes  were  often  trans- J 
lated  into  blue  and  white  plaques,  intended  to  be  I 
framed  (sometimes  a  pottery  frame  was  in-built)  and  to  J 
hang  on  walls. 

The  emergence  of  a  more  opulent  and  truly  Euro- 
pean style  was  furthered  by  the  increased  wealth  of  the 
Dutch  and  above  all  by  the  French  invasion  of  1672, 
after  which  all  Dutch  art  and  architecture  becomes 
more  noticeably  Frenchified.  Daniel  Marot,  William 
ill's  architect  for  the  palace  of  Het  Loo,  created  the 


Above. 

4.  Ewer,  brilliant  blue,  marked  'sve*. 
Height:  22.5  cm. 
Gemeentemuseum,  The  Haqac. 


5.  Plaque  in  brilliant  blue, 
from  an  etching  by  Berchem  (b.  3), 
dated  on  back  '1658'. 
Fitzwilliam  Museum,  Cambridge. 
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6.  ^4  river  scene 

a.  Drawn  byjan  van  Goyen,  dated  1653. 

b.  Engraved  by  I.  de  Visscher. 

c.  Wall-plaque,  19.5  X  19.5  cm. 
Rijksmuseum,  Amsterdam. 


7.  Tulip  vase*  in  four  parts, 

blue  and  white, 

c.  1690,  marked  'ak', 

Height:  108.3  cm- 

Fitzwilliam  Museum,  Cambridge. 

highly  sophisticated"  designs  which  distinguish  the  late 
seventeenth-century  vases  and  cisterns  still  to  be  seen  at 
Hampton  Court  and  at  Chatsworth  and  Dyrham 
(No.  7).  Yet  die  Chinese  impulse  still  made  itself  felt  in 
the  pagoda  shapes  of  the  towering  tulip  vases  (colour). 

The  marks  on  Delft  are  mostly  those  of  the  factories 
and  their  proprietors,  so  that  it  is  almost  impossible  to 
ascribe  a  piece  to  a  particular  artist.  But  the  styles  of  the 
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p.  Vase,  blue  decoration  with  red  and  gold, 
i  ifter  an  engraving  by  Goltzius,  marked  'iw'. 
,  Height:  26.5  cm. 

Victoria  and  Albert  Museum,  London. 


Above  right. 

10.  Dish,  polychrome, 

j  marked  'tuns'  (Rochus  Hoppesteyn). 
Diameter :  1 1  cm. 
Rijksmuseum,  Amsterdam. 

individual  factories  showed  marked  differences,  and 
1  we  can  mention  some  of  the  most  remarkable. 

Those  marked  'sve',  in  monogram,  made  under 
Samuel  van  Eenhoorn  at  the  'Greek  a'  (No.  4),  are  of  a 
particularly  beautiful  and  delicate  colouring  and  show 
great  confidence  and  freedom  in  the  drawing  of 
Oriental  subjects,  which  are  seldom  repetitive.  A 
famous  vase  at  Copenhagen  is  paralleled  by  one  in  an 
English  private  collection  (No.  8).  Lambertus  van 
Eenhoorn,  'lve'  (sometimes  interpreted,  wrongly,  as 
Louis  Victoors)  made  very  similar  wares. 

Rochus  Hoppesteyn,  at  the  Moor's  Head,  made 
jugs  and  plates  remarkable  for  their  brilliant  colouring  - 
a  blue  of  violet  intensity  relieved  by  touches  of  scarlet 
and  gold  (No.  10).  He  had  working  for  him  a  man  who 
signed  with  the  monogram  'iw'  (possibly  Wemmersz) 
who  produced  the  masterpieces  of  the  factory  (No.  9). 

The  Rose  is  distinguished  by  the  richness  of  its  blue 
and  the  Baroque  vigour  of  the  designs,  mainly  biblical 
incidents  in  a  landscape  setting,  surrounded  by  borders 
of  cherubs,  a  last  echo  of  die  urbineschi.  The  wares 
made  to  the  order  of  William  m  were  produced  at  die 
'Greek  a',  by  then  taken  over  by  AdriacnKocx  (the 
name  is  spelt  in  a  variety  of  ways)  (Nos.  11  and  12), 

11.  Pilgrim  flask,  blue  and  white, 
c.  1690,  marked  'ak\ 

Height:  32  cm. 

Private  Collection,  England. 


Dutch  'Porselein'  of  the  Seventeenth  Century 
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12.  Plate,  blue  and  white  with  trek, 
celebrating  the  marriage  of  J.  van  dcr  Docs 
and  Elizabeth  van  der  Dussen  in  1677, 
marked  'ak'.  Diameter:  26  cm. 
Gemeentemuseum,  The  Hague. 


13.  Charger,  blue  and  white, 
depicting  Sunday  in  Haarlem, 
dated  1662,  signed  M.  Eems. 
Frans  Hals  Museum,  Haarlem. 


whose  'ak'  mark  is  the  best  known  and  most  often 
pirated  of  all  on  Delft,  and  even  appears  on  Chinese 
blue  and  white  pieces  made  for  the  European  market.. 

With  so  much  dependence  on  engravings,  there  is 
very  little  original  work  painted  directly  on  the  pot- 
tery. Two  chargers  in  the  Frans  Hals  Museum,  show-  ,1 
ing  the  Cathedral  at  Haarlem  on  weekdays  and  Sun- 
days are  signed  by  M.  Eems  and  dated  1662  (No.  13),  \ 
but  the  artist  remains  a  shadowy  figure.  The  most  I 
famous  of  the  'originals'  are  those  of  F.  van  Frytom,  I 
who  was  in  Delft  in  the  'sixties  and  also  painted  in  oils.  I 
Some  of  these  are  scenes  drawn  on  jugs  but  most  are  1 
rectangular  or  circular  landscapes,  either  of  recognis-  h 
able  views  in  Holland  or  synthetic  and  grandiose  ver-  I 
sions  of  Italian  scenery.  Meticulously  drawn  and  often  1 
signed,  they  seem  to  be  intended  to  hang  as  pictures  on  1 
a  wall.  A  set  of  plates  with  open  woodland  scenes  is  I 
generally  attributed  to  Frytom,  yet  this  may  not  be  1 
correct.  Frytom' s  work  has  a  certain  feathery  delicacy  I 
such  as  we  find  in  the  etchings  of  Waterloo.  These  are  I 
more  confident:  die  recessions  into  the  distance  are  I 
more  painterly  and  in  fact  these  are  landscape  draw-  I 
ings  of  the  highest  class.  The  more  brilliant  cobalt  blue  I 
suggests  a  Haarlem  origin  and  they  may  be  the  work  of  I 
a  painter  from  that  city,  such  as  Vroom.  A  comparison 
with  one  of  Frytom' s  roundels  will  be  found  instruc- 
tive (Nos.  14a  and  b).  One  eccentric  must  be  men- 
tioned, Gysbrecht  Verhaest  (No.  15),  who  worked  for 
Hoppesteyn  and  was  noted  for  frequent  absenteeism. 
He  has  left  us  five  small  rectangular  plaques  of  interiors 
or  peasantry  in  a  hilly  landscape,  such  as  any  minor 
painter  of  die  day  might  have  done,  except  that  they 
arc  painted  in  enamel  colours,  not  oils.  As  far  as  is  yet 
known  they  were  not  fired  in  the  muffle  kiln  but  at  the 
usual  temperature,  in  a  palette  of  blues,  purples  and 
greys,  a  pinkish  yellow  and  oily  browns  and  greens. 
There  is  nothing  else  quite  like  them  and  they  are 
among  the  greatest  rarities  in  the  whole  range  of 
ceramics. 

By  die  end  of  the  century  the  originality  and  vigour 
of  Dutch  dclftware  was  spent  and  had  been  imitated  all 
over  Germany,  England  and  France.  The  prosperity  of 
the  exporting  industry  continued  unabated  throughout 
the  eighteenth  century,  only  succumbing  in  the  end  to 
the  popularity  of  Wedgwood's  Queen's  Ware.  But 
world-wide  and  highly  profitable  as  that  export  had 
been,  it  was  out-topped  by  the  export  of  tiles.  Though 
diese  were  also  made  in  Delft  and  Haarlem,  by  far  the 
greater  number  were  made  in  Rotterdam,  Gouda  and 
Friesland.  The  little  town  of  Makkum,  whose  factory 
remains  to  this  day  in  the  hands  of  die  Tichelaar  fam- 
ily, was  exporting  a  quarter  of  a  million  tiles  per  year 
to  Germany  alone  by  1710. 

Here  also,  the  expansion  of  the  industry  followed  the 
arrival  of  the  Chinese  cargoes.  Except  for  a  brief  use  of 
Ming  fret  borders  and  corners,  few  Chinese  designs 
were  adopted.  The  new  influence  was  shown  in  the 
substituting  of  plain  blue  and  white  for  the  old  maio- 
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14a.  Circular  plaque,  blue  and  white, 
in  the  style  of  F.  van  Frytom,  unsigned. 
Musee  du  Cinquantenaire,  Brussels. 
Below. 

b.  Plate  from  a  scries,  blue  and  white, 
possibly  from  Haarlem. 
British  Museum. 


15.  Plaque, 
polychrome, 
by  G.  Verhacst, 
signed  on 
window  frame, 
23.5  X  25.5  cm. 
Musee  du 
Ciiiquanteiiaire, 
Brussels. 


TTT 


Dutch  'Porselein'  of  the  Seventeenth  Century 


16a  and  b.  Pot,  blue  and  white  with  trek, 
showing  kraamkamer  (lying-in), 
c.  1660,  marked  'vi'  in  square.  16  cm. 
Private  Collection,  England. 

lica  colours.  After  1630  or  thereabouts,  corner  motifs 

become  increasingly  insignificant,  so  that  tiles  no      Oliver  Van  Oss,  fsa,  is  the  Master  of  the 

longer  build  up  a  composite  wall  pattern.  The  decora-      Charterhouse,  London,  formerly  Headmaster  of 

tion  proceeds  from  large  figures  and  boldly  drawn      Charterhouse.  He  has  published  a  number  of  articles 

ships  or  marine  monsters,  to  smaller  drawings,  very      on  Dutch,  German  and  English  faience. 

neatly  executed,  of  soldiery,  horsemen,  burghers, 

tradesmen  and  playing  children.  In  the  last  quarter  of 

the  century  scenes  from  the  Bible,  often  with  book, 

chapter  and  verse,  became  much  in  demand,  as  did  tile 

pictures  of  household  ;        Is  or  country  landscapes, 

to  be  inset  in  die  tiled  \       of  fireplace  or  dairy.  In 

England,  Germany,  Spau    and  Portugal  riles  were 

much  the  most  widely  know .     _oduct  of  Holland  in 

its  heroic  century. 
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TWO  1)1  TGH  HAPIKKS 

A.R.E.  North 


A  remarkable  coincidence  has  enabled  Anthony  North  to  bring  together  a  fake  Dutch 
seventeenth-century  rapier  from  the  Victoria  and  Albert  Museum  and  its  original,  which 
appeared  unheralded  in  an  exhibition  mounted  by  a  London  dealer. 


i.  Hilt  of  cast  silver  in  the  style  off.  1670,  Dutch, 
?nineteenth  century.  Length  of  hilt:  14.5  cm.; 
Width  of  shell-guard:  8.0  cm. 
Victoria  and  Albert  Museum,  m.  s.5-1  943. 


Tn  1943  the  Victoria  and  Albert  Museum  received  a 
gift  of  a  sword  (No.  1),  which  came  from  a  well- 
known  collection  formed  in  the  first  half  of  this 
century.  It  appeared  in  a  standard  work  on  the  small 
sword  first  published  in  1946  where  it  was  illustrated 
and  described  as  a  Dutch  silver  hilt  chased  with  Biblical 
episodes  and  dated  to  1685. 1  The  museum  authorities 
were  clearly  unimpressed  with  this  attribution  for  a 
brief  note  made  at  the  time  in  the  museum  registers 
states  'modern  fake  in  entirety'  and  it  was  duly  con- 
signed to  store.  They  were  undoubtedly  correct  in  dis- 
missing this  sword  as  a  fake  for  it  exhibits  a  number  of 
features  incompatible  with  a  genuine  silver-hiked 
rapier  of  the  seventeenth  century. 

Neither  the  blade,  a  genuine  but  worn  colichemarde 
blade  of  about  1740,  nor  the  grip,  a  genuine  grip  from 
a  small-sword  of  about  1760,  were  original  to  die  hilt. 
But  it  was  the  hilt  which  aroused  the  most  suspicion. 
Knuckle-bow,  shell  and  pommel  had  all  been  cast  in  a 
two-piece  mould.  The  seam  could  clearly  be  seen  on 
die  sides  of  die  pommel  and  on  the  edge  of  the  knuckle- 
bow.  Although  genuine  silver  hilts  of  the  period  were 
certainly  made  by  the  casting  method  the  surface  was 
usually  worked  on  afterwards.2  The  'Biblical  episodes' 
depicted  on  the  front  of  the  shell-guard  (No.  2)  were 
described  when  the  hilt  was  published  as  the  'lament- 
able errors  of  Adam  and  Eve  in  the  Garden  of:  Eden'. 
The  two  sinners  can  be  seen  being  given  dicir  march- 
ing orders  by  a  determined  angel  at  die  top.  The 
reverse  side  (No.  3)  illustrates  die  story  of  die  deluge. 
The  scenes  on  the  pommel  depict  Susannah  with  the 
Elders,  and  on  the  quillon  block  one  side  shows  Adam 
and  Eve  and  die  other  Cain  and  Abel.  A  close  look 
at  the  decoration  on  the  shell  shows  that  even  those 
designs  which  seem  to  have  been  engraved  and  chased, 
the  clouds  and  foliage  around  the  figures  on  the 
deluge  scene  for  example,  have  been  cast,  as  has  die 
punched  decoration  which  forms  the  ground  to  the 
figures  in  relict.  The  knuckle-bow  either  broke  during 
the  casting  process  or  was  cast  separately,  for  a  crude 
join  is  apparent  where  it  is  linked  to  the  quillons.  The 
pommel  has  been  cast  from  one  solid  block  of  silver 
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2.  Outside  of  shell-guard  of  silver  hilt. 


3.  Inside  of  shell-guard  of  silver  hilt. 


and  a  small  hole,  through  which  the  tang  passes,  bored  ' 
through  it. 

Several  marks  are  stamped  on  the  different  elements 
ot  the  hilt.  On  the  top  of  the  pommel  is  what  appears 
to  be  the  'three  saltires  crowned'  for  Amsterdam.  This 
mark  is  stamped  on  the  arms  of  the  hilt  and  at  the  end 
of  the  knuckle-bow.  Adjacent  to  this  mark  are  two 
others;  an  illegible  device  within  an  oval  frame,  pos- 
sibly a  maker's  mark,  and  a  lion  rampant.  This  also 
appears  on  the  other  arm  of  the  hilt.  All  these  marks 
appear  to  have  been  struck  and  are  not  part  of  the 
original  casting.  A  comparison  with  the  illustrations 
shown  in  the  standard  work  on  Dutch  hall-marks  and 
also  with  a  piece  of  Dutch  silver  bearing  Amsterdam 
marks  shows  that  there  are  substantial  differences  both 
in  the  size  and  design  of  genuine  marks  and  those  that 
appear  on  this  hilt.3  It  is  also  curious  that  whereas  the 
knuckle-bow  is  stamped  twice  with  the  Amsterdam 
mark,  the  shell-guard  on  the  other  hand  has  no  marks 
at  all.  It  seems  probable  therefore  that  this  hilt  is 
stamped  with  a  spurious  set  of  hall-marks.  A  curious 
feature  ot  the  shell-suard  is  that  it  has  a  fragment  miss- 
ing  from  the  top  edge,  as  the  regularly  indented  border 
suddenly  stops  just  above  the  heads  of  Adam  and  Eve. 

In  a  recent  exhibition  of  arms  and  armour  in  a  Bond 
Street  gallery  the  writer  was  shown  a  seventeenth 
century  Dutch  rapier  (No.  4). 4  A  close  examination 
and  the  comparison  of  photographs  clearly  revealed 
that  this  was  the  original  from  winch  the  one  in  the 
Victoria  and  Albert  Museum  had  been  cast.  The  hilt 
was  of  iron,  chiselled,  engraved  and  blued.  The  scenes 
chiselled  on  the  pommel,  knuckle-bow  and  guard 
exactly  correspond  to  those  on  the  silver  hilt.  There 
were  however  interesting  differences  between  the  two. 
The  pommel  from  the  silver  hilt  had  apparently  been 
put  on  back  to  front.  The  hole  for  retaining  the  end  of 
the  knuckle-bow  had  been  drilled  on  the  left  side 
whereas  on  the  genuine  iron  hilt,  this  hole  was  on  the 
right.  In  consequence  when  the  silver  hilt  is  correctly 
assembled  the  scene  depicted  on  the  front  of  the  pom- 
mel is  the  scene  depicted  on  the  back  of  the  iron  one. 
On  the  iron  hilt  the  quillons  terminate  in  monster's 
heads  which  are  chiselled  to  show  the  tongues  pro- 
truding from  the  gaping  jaws.  On  the  silver  hilt  the 
jaws  are  left  unfinished.  The  superior  quality  ot  the 
iron  hilt  was  apparent  in  other  ways.  The  relief  decora- 
tion was  far  more  pronounced,  the  incised  lines  deeper 
and  consequently  the  whole  design  is  much  stronger. 
A  comparison  between  the  two  dragons  which  form 
the  knuckle-guards  clearly  shows  this  difference  in 
quality.  On  examining  the  shell-guard  of  the  iron  hilt 
it  was  clear  that  a  fragment  had  at  some  period  been 
broken  from  the  upper  edge.  As  has  been  noted  above 
this  accident  is  reproduced  exactly  on  the  shell  ot  the 
other  hilt.  The  worn  appearance  of  the  figures  in  relief 
on  the  silver  example  could  also  be  accounted  for,  as 
the  iron  hilt  showed  considerable  signs  of  wear,  parti- 
cularly on  the  surface  of  the  figures. 
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Whereas  nothing  is  apparently  known  about  the 
provenance  of  the  silver  hilt  before  it  belonged  to  the 
collector  who  presented  it  to  the  Museum,  the  sword 
with  the  iron  hilt  has  quite  a  distinguished  provenance. 
It  was  formerly  in  the  collection  of  a  Colonel  Draper 

J  and  before  that  of  Theodore  OfFerman  whose  collec- 
tion appeared  in  two  sales  in  New  York  in  the  late 

I  1930s.5  It  was  shown  at  the  loan  exhibition  of  Euro- 
pean arms  and  armour  held  at  Brooklyn  Museum  in 

I  1933  where  it  was  illustrated  in  the  catalogue.  Four 
vertical  iron  straps  which  were  fitted  to  die  channels  on 
the  grip  have  been  lost  or  removed  since  this  sword  was 
fust  exhibited.  Comparison  with  other  dateable  hilts  of 
similar  form  suggests  that  this  rapier  dates  from  about 
1670,  and  the  chiselled  decoration  is  of  a  style  generally 
considered  to  be  Dutch. 

Where  and  when  was  the  silver  cast  taken?  Dutch 
hall-marks  on  the  hilt  perhaps  provide  a  clue,  as 
the  silversmiths  of  Holland  were  notorious  in  die 
last  century  and  in  more  recent  times  for  a  willing- 
ness to  stamp  their  wares  with  a  wide  variety  of 
hall-marks.  The  cast  was  almost  certainly  taken 
before  the  sword  passed  into  the  Aylward  Collec- 
tion, as  the  owner  was  apparently  unaware  of  the 
existence  of  the  chiselled  iron  hilt.  It  seems  likely  that  it 
was  done  before  1933  when  the  iron  hilt  was  shown  in 
Brooklyn,  for  the  illustration  in  the  catalogue  shows 
that  the  original  grip  had  been  replaced  by  one  that  did 
not  fit  the  hilt  properly.6  It  is  tempting  to  suggest  that 
the  original  grip  was  lost  or  damaged  when  prepar- 
ations for  the  process  of  casting  were  made.  The  entire 
hilt  would  certainly  have  to  be  dismounted  for  the  cast 
to  be  made.  Until  more  information  is  available  about 
the  provenance  of  the  silver  hilt,  the  identity  of  the 
perpetrator  of  this  interesting  forgery,  and  the  date  when 
the  crime  was  committed,  must  remain  a  mystery. 

NOTES 
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and  Associated  Works  of  Art',  4  Dcccmber-14  December 
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GLASS  IN  DUTCH  RYIXTIXG 

Ada  Polak 


The  Dutch  excelled  as  decorators  rather  than  as  makers  of  glass.  Their  still-life  and  genre 
painting  provide  a  guide  to  how  glass  was  used  in  both  prosperous  and  modest  households 
and  in  some  instances  it  can  be  shown  that  glass  vessels  had  a  symbolic  significance  in  the 
greater  pictorial  context. 


Glass  in  seventeenth-century  Holland 

TN  the  history  of  glass,  the  Dutch  are  famous  first  and 
foremost  as  decorators.  Their  diamond-engraved 
glasses  of  the  seventeenth  century  and  their  wheel- 
engraved  and,  most  particularly,  their  stippled  glasses 
of  the  eighteenth  century,  are  original  and  important 
contributions  to  the  art  of  glass.1  But  as  makers  of 
glass,  the  Dutch  have  played  a  more  modest  part.  No 
evidence  of  glassmaking  in  the  Northern  Netherlands 
has  been  found  before  1581,  when  a  glasshouse  was 
founded  in  Middclburg.  In  the  course  of  the  seven- 
teenth century  many  glasshouses  were  set  up  in  all  the 
major  cities  and  in  many  of  the  smaller  ones.  Much  of 
what  they  produced  were  luxury  articles  like  mirrors 
or  elaborate  vessels  in  the  Italian  style.  By  far  the  big- 
gest and  most  long-lasting  of  the  Dutch  glasshouses 
was  at  's-Hcrtogcnbosch  outside  Rotterdam,  which 
was  active  from  1657  until  1797,  and  where  a  variety 
of  vessels  in  changing  fashions  was  produced. 

A  lot  of  the  glass  used  in  seventeenth-  and 
eighteenth-century  Holland  was  undoubtedly  im- 
ported. We  know  that  glasses  of  Rbiner  types  were 
brought  into  Holland  from  Germany,  also  that  most 
of  the  best  wheel-engraved  and  stippled  work  was 
done  on  glasses  of  English  lead  crystal.  But  the  greatest 
provider  of  glass  from  outside  must  have  been  the 
Southern  Netherlands.  This  was  one  of  the  oldest  and 
most  productive  glassmaking  areas  of  Europe,2  and 
during  the  fifteenth  and  sixteenth  centuries  the  in- 
dustry was  much  stimulated,  first  by  the  activities  of 
Italian  masters  like  Mongarda  and  Gridolphi,  and, 
from  1638,  by  the  brothers  Bonhomme.  These  capable 
entrepreneurs  organised  glassmaking  in  what  is  present- 
day  Belgium  into  an  extensive  and  well-balanced  in- 
dustry, producing  enormous  quantities  of  glass  vessels 
in  every  style  current  at  any  particular  time,  be  it 
facon  de  Venise,  d'Allemagne  or,  eventually,  d'Angleterre. 

L  itch  paintings  of  the  seventeenth  century  do  not 
show  the  decorated  pieces  which  have  made  the  Dutch 
famous  in  glass  history.  What  we  do  find  is  the  glass 
that  Dutch  people  used  in  their  daily  lives  -  or  perhaps 


on  Sundays :  in  the  still-life  paintings,  glasses  are  there 
to  accompany  sumptuously  presented  meals,  while  in 
the  genre  pictures  we  see  glass  used  at  convivial  and 
festive  occasions.  It  is  not  possible  to  determine  with 
certainty  the  precise  origins  of  any  of  the  glasses  pre- 
sented here,  but  the  above  comments  are,  I  hope, 
sufficient  to  show  that  they  all  fit  easily  into  the  broader 
framework  of  seventeenth-century  European  glass- 
making.  And  in  some  cases,  glasses  shown  in  Dutch 
paintings  have  a  meaning  which  goes  beyond  mere 
faithful  description  of  appearances. 

Rembrandt  and  glass 

The  most  famous  glass  in  Dutch  seventeenth-century 
painting  is  undoubtedly  die  tall  cyclindrical  Stangen- 
glas  that  Rembrandt  holds  high  in  his  Self-portrait  with 
Saskia  in  die  Dresden  Gemaldegalerie  (No.  1).  The 
horizontal  bands  which  are  laid  on  at  intervals  make  it 
into  a  Passglas,  for  drinking  to  measure.  Like  many 
of  the  finer  versions,  this  one  has  an  octagonal  section. 
The  tall,  cylindrical  foot  which  flares  out  below, 
has  a  diamond  pattern  moulded  into  the  surface. 

Throughout  the  seventeenth  century,  Stangen-  and 
Passglaser  were  standard  products  in  glasshouses  all 
over  northern  Europe,  and  they  are  familiar  to  us  from 
the  many  extant  glasses  as  well  as  from  numerous 
depictions  in  paintings.  The  only  formal  divergence 
from  absolute  normality  in  Rembrandt's  glass  is  the 
moulded  pattern  on  the  foot.  There  is,  however,  no 
reason  why  he  should  not  have  painted  his  glass  from 
a  real  model  with  a  moulded  pattern  on  the  foot. 
Such  patterns  are  well  known  from  glass  in  other 
shapes  of  the  time,  and  diere  can  have  been  no  techni- 
cal difficulties  in  applying  it  to  a  Passglas.  The  varia- 
tions among  these  standard  types  of  northern  Renais- 
sance glass  are  so  numerous  as  to  defy  complete  listing 
and  registration.3  It  should  also  be  remembered  that 
what  has  been  preserved  is  only  a  small  percentage  of 
what  must  originally  have  been  made. 

But  in  one  respect,  Rembrandt's  glass  is  certainly 
unusual,  and  that  is  in  its  size.  If  one  compares  it  with 
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i.  Rembrandt  Harmensz.  van  Rijn. 
Self-portrait  as  the  Prodigal  Son,  with  Saskia, 
161  X  131  cm.  Probably  begun  in  1634, 
but  the  glass  painted  in  1638. 
Staatlichc  Kunstsammlungen,  Dresden, 
Gemaldegalerie,  Alte  Meister. 

the  surrounding  figures,  one  comes  to  the  conclusion 
that  it  must  measure  almost  fifty  centimetres  in  height. 
This  is  substantially  more  than  anything  I  have  found 
in  the  literature  available,  where  even  the  tallest 
examples  go  to  no  more  than  about  thirty  centimetres. 
X-ray  analyses  of  the  picture  have  shown  that 
Rembrandt  tried  two  other  glasses  in  this  position,  first 
a  small  stemmed  glass,  then  a  Router,  before  he  finally 


decided  on  the  outsize  Passglas.4  The  picture  is  assumed 
to  have  been  begun  in  1634  and  revised  in  1638,  and 
the  Passglas  put  in  position  in  this  latter  year.  As  ideas 
matured  in  his  mind,  it  seems  to  have  become  in- 
creasingly important  to  Rembrandt  that  the  glass 
should  show  up  in  a  really  striking  way.  In  the  com- 
position, it  certainly  is  of  great  effect,  forming  the 
slightly  tilted  apex  of  the  triangular  whole.  But  con- 
siderations of  composition  were  surely  not  the  only 
reason  why  Rembrandt  chose  a  glass  of  such  monu- 
mental form  and  made  it  so  unusually  large. 

Specialists  in  Dutch  painting  have  shown  con- 
vincingly that  the  picture  of  Rembrandt  and  Saskia  in 
reality  shows  the  prodigal  son  revelling  at  an  inn. 


Glass  in  Dutch  Painting 


Ingvar  Bergstrom  has  described  how  popular  this  sub- 
ject was  in  the  Holland  of  the  early  1630s  among 
writers  as  well  as  pictorial  artists.5  The  story  was  not 
only  painted,  drawn  and  etched,  but  also  told  in  words, 
and  with  its  strong  moralising  overtones  it  implied  a 
condemnation  of  the  sensual  pleasures,  to  which  the 
nouveaux  riches  of  seventeenth-century  Holland  so 
easily  succumbed. 

In  her  recent  presentation  of  the  picture  and  its  tull 
history,  Dr.  Anneliese  Maycr-Meintschel,  Director  of 
the  Dresden  Gemaldcgalerie's  old  master  section,  fully 
accepts  Bergstrom's  interpretation  and  supports  and 
develops  it  further  by  referring  to  a  couple  of  relevant 
drawings.4  Quoting  Bergstrom's  latest  comments  on 
the  problem,5  she  points  to  the  various  elements  of  the 
picture  as  representative  of  named  vices,  and  the  glass 
is  described  as  a  symbol  ofGula  -  undisciplined  eating 
and  drinking.  By  making  his  Passglas  into  a  real 
Riesen-Pokal,  Rembrandt  has  made  his  point  most 
strikingly  and  emphatically. 

Looking  for  glass  in  Rembrandt's  paintings,6  I  have 
stumbled  on  a  minor,  but  interesting,  point:  unlike 
most  of  his  contemporary  painters,  Rembrandt  seems 
to  have  taken  little  interest  in  vessels  and  utensils.  Every 
detail  that  has  to  do  with  the  person:  furs,  feathers,  silks 
and  velvets,  gloves  and  sashes,  turbans  and  helmets, 
chains  and  jewels;  all  these  he  painted  with  intense 
concentration  and  absorbed  interest,  but  external 
objects  and  attributes,  like  vessels  of  whatever  material, 
appear  much  more  rarely.  In  the  great  table-scenes 
from  his  early  period,  like  Belshazzar's  feast  (1635, 

2.  Rembrandt  Harmensz.  van  Run. 
Detail,  with  Venetian  glass,  from 
The  conspiracy  of  Claudius  Civilis,  1661. 
Nationalmuseum,  Stockholm. 


National  Gallery,  London)  and  Samson's  Wedding] 
(1638,  Dresden  Gemaldegaleric)  some  grand  vessels  j 
in  silver  and  rock  crystal  are  described  in  realistic  derail,  j 
and  an  occasional  vessel  is  seen  in  paintings  of  priests  j 
in  temples  -  or  of  kitchen  maids  at  work.  But  apart 
from  the  Passglas  in  the  Dresden  picture,  the  only  other  j 
glass  vessel  I  have  been  able  to  find  in  Rembrandt's  I 
painted  oenvre,  appears  in  The  Conspiracy  of  Claudius 
Civilis  (No.  2).  It  stands  on  the  table,  being  held  lightly  \ 
round  the  stem  by  the  man  sitting  at  the  opposite  end 
of  the  table  from  Claudius  Civilis  himself.  The  glass  is 
flooded  by  the  almost  blinding  light  which  so  mysteri- 
ously emanates  from  behind  the  central  foreground 
figures,  and  it  is  therefore  not  possible  to  distinguish  its 
every  detail,  but  there  is  no  doubt  about  it  that  it  is 
a  Venetian  type  glass  of  well-known  seventeenth- 
century  form.  Rembrandt  was  familiar  with  the  beauties 
of  Venetian  glass:  the  inventory  of  his  belongings, 
made  on  the  occasion  of  his  bankruptcy  in  1656,  shows 
that  he  himself  possessed  'several  rare  cups  in  Venetian 
glass'.7 

Glass  in  still-life  paintings 

Glass  appears  almost  without  fail  in  the  numerous 
extant  examples  of  the  Dutch  seventeenth-century 
still-life  which  show  tables  laid  for  an  ontbijt  or  casual 
meal  -  in  English  these  pictures  are  called  breakfast- 
pieces.8  The  ontbijt  is  luxurious  indeed;  there  are 
oysters,  ham  and  cured  fish,  grapes,  strawberries  and 
wines,  and  the  vessels  and  utensils  on  which  the  delica- 
cies are  presented,  are  equally  delectable :  tankards  and 
dishes  of  highly  polished  pewter  or  colourful  porce- 
lain, drinking  vessels  of  silver  or  glass,  all  elegant 
examples  of  the  latest  fashion.  Simple  utilitarian  drink- 
ing glasses  appear  only  very  rarely.  The  glasses  have 
their  very  distinctive  part  to  play,  both  as  completions 
to  a  well-set  table  and  in  the  finely  balanced  aesthetics 
of  the  breakfast-pieces.  The  interesting  contours  and 
special  tcxtural  effects  of  the  glasses  add  significantly  to 
the  variety  of  the  whole,  while  the  charm  of  the  trans- 
parency of  the  material  is  heightened  when  the  glasses 
are  filled  with  red  or  golden  wine  or  foaming  beer. 
Breakfast-pieces  were  produced  in  very  great  numbers 
throughout  the  seventeenth  century,  and  reached  a 
classic  form  in  the  hands  of  two  to  three  generations  of 
painters,  who  specialised  in  the  genre.  Some  of  the  most 
famous  names  are:  Pieter  Claesz  (1596/97-1661), 
Willem  Claesz.  Heda  (1594-1680/82)  and  his  son 
Gerrit  (active  1642;  died  before  1702),  all  of  Haarlem; 
Jan  Davidsz.  de  Heem  (1606-1683/84),  and  Abraham 
van  Beyeren  (1620/21-1690) ;  Jan  Jansz.  Trcck  (1606- 
1652)  and  Willem  Kalf  (1619-1693),  both  active  in 
Amsterdam,  the  latter  being  in  many  respects  the  most 
interesting  of  them  all. 

The  glasses  depicted  in  the  breakfast-pieces  fall  into 
two  groups:  on  the  one  hand  we  have  the  vessels  of 
northern  extraction,  of  Wald-glas  tradition,  and  often 
green  in  colour,  the  Rbnicr,  the  Stangen-  or  Passglas 


Glass  m  Dutch  Painting 

3.  Pieter  Claesz. 

Breakfast-piece  with  Kilmer  and  Passglas, 
signed  and  dated  on  the  knife:  1649. 
'pc' in  monogram,  63.5  X  52.5  cm. 
National  Gallery,  London. 

(No.  3)  and  the  beaker  decorated  with  chequered 
spiral-trails.  On  the  other  there  are  the  crystal  clear, 
usually  stemmed,  vessels  of  Venetian  type  (No.  4). 
Few  of  them  seem  to  be  real  Venetian  pieces,  most 
possess  that  element  of  something  slightly  bizarre, 
which  often  characterises  the  glasses  made  by  Italian 
glassmakers  working  in  the  north.  During  the  seven- 
teenth century,  glasshouses  in  the  Netherlands,  both 
North  and  South,  were  producing  all  these  types, 
indeed,  it  was  in  the  Netherlands  that  the  most  exten- 
sive and  varied  production  of  glass  a  la  facon  de  Venise 
in  all  Europe  was  based.  The  glasses  which  appear  in 
the  breakfast-pieces  have  been  familiar  in  prosperous 
homes  all  over  the  area  throughout  the  seventeenth 
century. 

The  Wald-glas  types  of  vessels  have  in  all  known 
cases  been  depicted,  not  only  lovingly  and  beautifully, 
but  with  the  utmost  truthfulness,  and  they  all  have 
easily  recognisable  parallels  among  material  extant 
today.  The  study  of  them  adds  little  to  what  we  know 
already  about  seventeenth-century  glasses  in  northern 
Europe,  but  since  many  of  the  paintings  in  which  they 
appear  are  dated  or  fairly  easily  datable,  they  help  us 
most  usefully  to  establish  the  chronology  of  each  type.9 

Any  doubt  as  to  whether  these  glasses  have  been 
painted  direct  'from  life'  is  removed  when  we  find  the 
same  glass  repeated  in  every  detail  in  several  pictures 
by  the  same  painter.  Willem  Claesz.  Heda  has  painted 
the  same  fine  beaker  with  chequered  spiral-trail 
several  times,  also  a  Romer  mounted  on  a  tall  and 
elaborate  silver  stand  (No.  5). 

Turning  now  to  the  Venetian-type  glasses,  some 
are  standardised  types,  well  known  from  extant 
material,  like  the  tall  flutes  or  the  glasses  with  winged 
stems  (No.  5).  The  odd  ewer  and  carafe  of  convention- 
al form  also  appear  among  the  drinking  vessels.  It  is 
when  we  come  to  the  great  Priinkstucke,  the  covered 
goblets  on  tall  stems  or  the  purely  fantastic  vessels  in 
the  shapes  of  birds  and  animals,  that  we  sometimes  get 
a  feeling  that  the  painter  has  added  a  little  ot  his  own 
and  made  the  glass  a  shade  more  fantastic  dian  it  really 
was.  Let  us  look  at  one  particularly  interesting  ex- 
ample. In  a  painting  by  Willem  Kalf  a  tall  stemmed 
glass  a  la  facon  de  Venise  forms  the  main  subject,  a  plate 
of  bread  with  a  knife  being  the  only  accessories  to  the 
goblet  (front  cover).  The  bowl  is  filled  widi  wine  and 

4.  JanJansz.  Tkeck. 
Breakfast-piece  with  pewter  tankard 

and  covered  glass  goblet  a  la  facon  de  Venise, 

detail,  83  X  60  cm. 

Staatliche  Kunstsammlungen,  Kassel. 
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Above. 

5.  WlLLEM  CLAESZ.  HEDA. 

Breakfast-piece  with  metal-mounted  Romer, 
signed  and  dated:  'Heda  1638'.  46.5  X  63.5  cm. 
Musee  Mayer  van  den  Bergh,  Antwerp. 


6.  Jan  Vos. 

Still-life  with  strawberries 

served  in  a  stemmed  cut-glass  dish, 

signed  on  slab:  'J.  Vosj 181 2', 

37  X  47  cm.,  one  of  a  pair. 

Sold  at  Christie's,  24  November  1967. 
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7.  Jan  van  Os. 
Still-life  with  flowers  and 
goldfish  bowl,  86  X  68  cm. 
Sold  at  Christie's, 

26 November  1965. 

With  their  breakfast-pieces,  the  Dutch  Masters  of 
the  seventeenth  century  created  a  tradition  which  sur- 
vived far  into  the  nineteenth  century.  One  of  a  pair  of 
still-life  paintings  by  Jan  Vos,  dated  18 12  (No.  6), 
shows  the  traditional  arrangement  of  delicious  eat- 
ables, with  a  cut  glass  vase  on  a  stem,  in  the  style  of  its 
time,  to  carry  a  heap  of  strawberries  prettily  wrapped 
in  their  leaves. 

Finally,  as  a  reminder  that  glass  can  be  found  in 
Dutch  still-life  pictures  outside  the  breakfast-piece 
tradition,  No.  7  shows  a  fruit-  and  flower-piece  by  Jan 
van  Os  (1 744-1 808)  with  a  goldfish-bowl  of  glass  in  a 
prominent  position. 

Glass  in  genre  painting 

In  Dutch  genre  painting,  we  find  plenty  of  glass,  but  of 
types  that  differ  from  those  in  the  still-lifes.  In  die  scenes 
from  daily  life,  we  see,  not  so  much  the  great  prestige 
pieces,  but  glass  in  use  for  drinking  and  for  serving 
from,  for  cooling  and  storage.  Drinking-vessels  appear 
both  in  the  quiet  and  elegant  interiors  of  a  Vermeer  or 
a  Terborch  (No.  8)  and  in  the  lively  scenes  of  jolly 
peasant  life  of  a  Metsu  (No.  9)  or  a  Teniers  with  their 

8.  Gerhard  Terborch. 

Lady  seated  and  holding  a  wineglass, 
detail,  c.  1650-1660,  38.5  X  34  cm. 
The  Art  Gallery  of  Atenctun,  Helsinki. 


placed  in  an  arched  niche,  and  much  play  has  been 
made  with  shadows  and  reflections  upon  the  sides  and 
arched  top  of  the  niche.  This  is  the  only  known  break- 
fast-piece in  which  a  glass  is  the  main  theme,  and  Kalf 
has  studied  it  with  absorbed  attention.  It  stands  in 
striking  contrast  to  the  pronk  arrangements  of  the  early 
part  of  his  career,  where  very  precious  objects  are  put 
together  widi  overwhelmingly  rich  effects,  and  it 
should  perhaps  be  dated  to  the  later  part  of  his  career. 
But  can  a  glass  like  this  really  have  existed?  The  bowl 
is  carried  on  the  curved  neck  of  a  crested  bird,  a  rare 
but  not  unknown  form.  The  combination  of  trans- 
parent colourless  glass  with  details  in  blue  is  equally 
normal.  But  the  stem  with  thick  ropes  of  glass  tied  into 
tight  knots  is  not  only  unknown  from  extant  material, 
but  it  seems  technically  impossible.  Here,  therefore, 
we  must  believe  that  the  painter  has  added  something 
of  his  own  imagination  to  a  real-life  model  -  and  this  is 
surely  not  the  oidy  case  where  this  has  happened  in 
Dutch  breakfast-pieces.  The  covered  goblet  in  Jan 
Treck's  picture  in  Kassel  (No.  4)  is  probably  a  little 
more  complicated  than  die  piece  of  glass  die  painter 
had  in  front  of  him,  and  other  examples  could  be 
quoted. 
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9.  Gabriel  Metsu. 

The  sleeping  sportsman, 

showing  a  woman  holding 

a  beerglass  with  prunts  and  beaded  borders, 

c.  1660,  41  X  35  cm. 

The  Wallace  Collection,  London. 


strong  accent  on  anecdote.  The  brawling  crowds  in 
Adriaen  Brouwer's  pictures  take  their  drink  not  from 
fragile  glass,  but  from  mugs  and  tankards  of  solid  stone- 
ware. But  even  in  the  murkiest  inns,  bottles  or  simple 
lamps  of  glass  can  be  seen  put  safely  away  on  shelves 
and  in  wall  niches. 

One  striking  thing  about  die  use  of  glass  in  even  the 
most  high-class  interiors  is  that  one  rarely  sees  more 
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10.  Jan  Steen. 
'Easy  come,  easy  go\ 

signed  on  the  mantelpiece :  '  16  Steen  61'.  79  X  104  cm. 

Museum  Boymans-van  Beuningen,  Rotterdam. 

Left. 

11.  Jan  Steen. 

'Easy  come,  easy  go',  detail. 

than  one  glass  in  use  at  a  time,  usually  presented  by  a 
lady  to  a  gentleman  (No.  11),  or  by  a  gentleman  to  a 
lady.  The  glasses  are  stemmed  and  made  of  fine, 
translucent  and  colourless  material,  probably  the  pro- 
ducts ot  Italianate  glasshouses  111  the  big  cities.  In  most 
cases  the  glasses  are  being  held  by  the  foot,  even  the 
Romer  (No.  12).  But  Terborch's  lady  holds  her  tine 
Italianate  glass  by  the  stem  in  the  modem  way,  as  she 
sits  drinking  in  solitude  (No.  8).  When  we  consort 
with  country  people  we  get  acquainted  with  simpler 
and  more  utilitarian  types  of  drinking  glass  (No.  9). 

The  genre  pictures  also  tell  us  something  about  the 
serving  of  wine.  In  Anthonie  Palamedcsz.'  picture  of  a 
merry  party  (No.  13),  Frenchified  in  costumes  and 
manners,  the  sideboard  can  be  seen  111  the  extreme  left 
of  the  picture,  covered  w  ith  a  damask  cloth.  On  it, 
individual  glasses  are  set  out,  and  one  is  being  hllcd 
from  a  pewter  tankard  by  a  servant  in  a  very  elegant 
and  practised  movement.  On  the  floor  stands  a  large, 
cool,  round-bellied  bottle  ot  stoneware,  from  which 
the  tankard  can  be  replenished.  In  van  Velscn's  musical 
picture  there  are  glass  bottles  in  glass  coolers  on  the 
floor  in  front  of  the  drinkers'  table  (No.  12).  Jan  Steen 
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shows  us  the  whole  procedure  in  great  detail  (No.  10) : 
a  servant  boy  has  set  out  individual  drinking  glasses  of 
Romer  type  on  the  floor,  and  is  filling  his  pewter  tank- 
ard from  a  'black'  glass  bottle,  made  square  in  shape  for 
easy  storage  and  transport.  From  the  researches  of 
Robert  H.  McNulty10  we  know  that  such  bottles  were 
being  made  and  widely  used  in  the  Netherlands  of  this 
time  -  a  couple  of  decades  after  the  invention  of  this 
solid  kind  of  bottle  in  England. 1 1  A  large  copper  cooler 
stands  in  the  corner,  the  glass  bottle  has  obviously  just 
been  removed  from  it,  and  a  large  stoneware  jar  with  a 
band  for  lifting,  probably  containing  another  sort  of 
wine,  stands  ready  for  use.  The  platter  in  which  the 
filled  Romer  glasses  are  to  be  offered  to  the  company,  is 
leaning  against  the  wine  cooler. 

To  the  right  of  this  straight  genre  scene  stands  the 
main  group  of  the  picture  (No.  n),  which  is  full  of 
symbolic  meaning.  At  a  richly  laid  table  a  gentleman 
is  enjoying  a  meal  of  bread  and  oysters,  with  a  large 
silver  salt  placed  immediately  in  front  of  him.  His  un- 
tidy hair  and  crude  and  greedy  manner  stand  in  strik- 
ing contrast  to  his  lace-trimmed  costume  and  the  rich 
interior  of  winch  he  is  obviously  the  master.  An  old 
servant  woman  on  the  left  is  preparing  Ins  oysters, 
while  from  the  right  a  beautiful  young  woman  hands 
him  an  elegant  stemmed  glass  brimming  full  with 
wine.  The  lady  stands  out  among  the  rest  of  the  group 
not  only  by  her  youth  and  beauty,  but  by  the  white- 
ness of  her  skin  and  the  seriousness  of  her  face. 
Just  above  her  head,  on  die  chimney  piece,  is  a  panel 
carried  by  two  amorini  with  the  inscription:  'Soo 


gewonne ,soo  verteert'  -  'Soon  acquired,  soon  consumed', 
or  in  the  neat  English  translation  of  the  Boymans-van 
Beuningen  Museum:  'Easy  come,  easy  go'.  Above  the 
chimney-piece  again  hangs  a  richly  framed  picture  of 
Fortuna,  balancing  precariously  on  a  dice  resting  on  a 
winged  globe  and  holding  her  sails  to  the  ever  chang- 
ing winds.  With  these  clues,  every  detail  of  the  picture 
takes  on  a  new  significance:  the  careless  dispensing  of 
costly  food  and  drink,  with  empty  oystershells  strewn 
on  the  floor  and  the  dog  sniffing  at  the  left-overs,  youth 
and  beauty  facing  ugly  old  age,  and  we  even  discover 
yet  another  group  seen  through  a  door  in  the  back- 
ground with  two  gentlemen  playing  a  winner's  or 
loser's  game  on  a  board. 

Centrally  placed  in  the  whole  composition  is  the 
fdled  wineglass  in  the  hand  of  the  young  woman, 
appearing  as  it  does  against  the  black  emptiness  of  the 
chimney,  isolated  in  space,  and  in  its  brittleness  of  form 
and  material  the  meaning  of  the  whole  picture  seems 
to  be  concentrated.  Here,  as  in  Rembrandt's  painting  of 
himself  as  the  prodigal  son,  a  glass  takes  on  a  symbolic 
significance,  in  this  case  embodying  the  uncertainties  of 
life,  the  brittleness  of  happiness  and  contentment:  for 
the  glass  will  soon  be  drained  of  its  delectable  contents 
and  its  own  life  is  probably  short. 

The  whole  question  of  the  symbolic  meaning  of 
glass  in  Dutch  pictures  is  now  occupying  scholars,  and 
we  await  their  findings  with  interest.12 

12.  Jacob  van  Velsen.  A  musical  party, 

signed  and  dated  top  right:  'J  v  Velsen  1631'.  40  X  56  cm. 

National  Gallery,  London. 
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3.  Anthonie  Palamedesz. 

4  merry  party,  signed  and  dated  1633. 

iijksmuseum,  Amsterdam. 
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Dr.  Ada  Polak  is  Deputy  Curator  in  Britain,  for 
The  Arts  and  Crafts  Museum  of  Norway. 
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Emanuel  de  Witte.  Old  Church  in  Delft,  1651.  Wallace  Collection,  Londi 


-AITH  IN  PERSPECTIVE 

"he  Dutch  Church  Interior 


V alter  A.  Liedtke 


"his  article  discusses  the  meaning  a  picture  of  a  Dutch  church  interior  had  for  the  Dutch 
even  teen  th-century  viewer. 


rHE  connoisseur  and  frequently  the  art  historian 
commonly  appreciate  a  Dutch  painting  in  a 
manner  quite  unlike  that  of  the  average  seven- 
;enth-century  Dutchman,  whose  presumably  more 
irosaic  taste  is  often  observed  in  surveys  and  in  discus- 
ions  of  particular  genres  (especially  portraiture),  but 
arcly  in  respect  to  the  'vogue'  of  the  church  interior.1 
The  two  outstanding  masters  of  the  gener,  Pieter 
laenredam  and  Emanuel  de  Witte,  have  so  impressed 
he  modern  viewer  with  the  formal  refinement  of  their 
inest  pictures  that  the  stylistic  analysis  of  their  work 
las  rather  too  often  relied  upon  peculiarly  twentieth- 
:entury  terminology;  the  comparison  of  Saenredam  to 
Vlondrian  wears  less  well  in  this  context  than  in  the 
;onversation  of  a  Dutch  painter-photographer.2  As  if 
:o  make  amends,  a  few  authors  have  recently  described 
;everal  examples  of  significant  iconography  in  Dutch 
:hurch  interiors.  This  essay  attempts  to  broaden  the 
question:  how  did  the  seventeenth-century  viewer 
appreciate  the  church  interior,  especially  a  picture  of 
his  local  church?  In  this  space  and  given  the  limited, 
almost  exclusively  visual  evidence  our  comments  must 
be  tentative  and  interpretive,  and  some  unexpected  ex- 
amples appear  to  provide  the  most  helpful  clues. 

Hardly  any  mention  of  meaning  in  a  church  interior 
occurs  in  print  before  Gary  Schwartz's  thorough  dis- 
cussion of  religious  content  in  a  few  panels  by 
Saenredam.3  Their  iconography  was  exceptional  and 
of  special  interest  to  the  distinguished  connoisseur,  Sir 
Constantijn  Huygens,  secretary  to  the  Stadtholder, 
Prince  Frederik  Hendrik.  Evidently  collaborating  with 
Huygens  (c.  1635-1641),  Saenredam  comments  on  the 
various  subjects  of  proper  behaviour  in  church,  church 
decoration  and  music,  marriage  and  Armenianism. 
Less  unusual  content  is  found  in  earlier  and  contempor- 
ary pictures:  a  critique  of  bishops  and  idle  visitors 
(similar  in  this  to  No.  10),  a  Baptism,  a  Funeral,  and  a 
Presentation  in  the  Temple.4 

Only  in  the  latter  and  in  the  recently  discovered 
Expulsion  from  the  Temple  (No.  1)  arc  the  figures  bibli- 
cal, but  like  the  figures  in  the  panels  mentioned  above 
they  are  more  significant  than  the  mere  staffage  typical 


of  paintings  of  the  older  Antwerp  tradition.5  In  fact,  in 
both  panels  (dated  1635  and  1636)  the  stories  enacted  by 
the  'staffage'  have  inspired  Saenredam  to  suggest  a  set- 
ting in  an  antique  temple,  although  he  actually  repre- 
sents views  of  the  southern  ambulatory  and  Brewer's 
Chapel  in  St.  Bavo's.  In  the  Expulsion  this  required  the 
most  radical  transformation  of  an  actual  view  (No.  2) 
to  be  found  in  his  oeuvre.6  While  our  view  from 


1.  Pieter 
Saenredam. 
Brewer's  Chapel 
in  St.  Bavo's, 
Haarlem,  with  the 
Expulsion  from 
the  Temple,  1636. 
Statens  Museum  for 
Kunst,  Copenhagen. 


127 


Faith  in  Perspective 


2.  Photographs  of  the 
Brewer's  Chapel  in 
St.  Bavo's,  Haarlem. 


Sacnrcdam's  vantage  point  centres  approximately  on 
the  pier  dividing  the  entrance  of  the  two-bay  chapel, 
the  artist  arbitrarily  placed  the  vanishing  point  well  out- 
side the  composition  (No.  3) ;  this  typical  example  of 
his  eccentric  method  isolates  architecture  peripheral  to 
the  assumed  direction  of  view,  so  that  the  forms  recede 


3.  Perspective 
diagram  of  No.  1. 


almost  'laterally'  (to  the  left).  The  actual  depth  of  the 
interior  is  thus  compressed  into  a  wilfully  stylised  pat- 
tern, in  this  example  yielding  a  rightward  rhythm  in 
the  vaults  perhaps  intended  to  complement  the  flight  of 
the  merchants  below.  The  solid  right  wall  of  the  chapel 
has  been  opened  to  facilitate  their  escape  into  a  deeper 
space  created  by  curving  a  spliced-in  section  of  St. 
Bavo's  nave  wall  (which  Saenredam  could  see  over  his 
right  shoulder);  this  circular  plan  would  have  sug- 
gested a  temple  to  the  contemporary  viewer.  Also  in- 
serted is  the  engaged  column  in  the  foreground  (an 
actual  form  borrowed  from  the  adjacent  ambulator^ 
wall),7  which  like  the  rounded  arch  is  more  'antique' 
than  the  compound  pier  and  the  'imbecility  of  the 
pointed  arch'  in  what  the  Dutch  still  called  'modern 
architecture'.8 

Saenredam's  specific  iconography  does  not  deter- 
mine that  church  interiors  in  general  were  appreciated 
for  their  spiritual  value,  although  this  hypothesis  is  sup- 
ported by  examples  discussed  below.  But  it  seems 
significant  that  with  the  first  Dutch  specialist  not 
directly  dependent  on  Antwerp  the  church  interior 
begins  to  dominate  a  genre  previously  consisting  most- 
ly of  fanciful  Italianate  habitations,  the  style  of  which 
Saenredam's  own  associates  (Huygens,  van  Campen, 
Pieter  Post,  Salomon  de  Bray)  were  to  reform  in  the 
hnest  monuments  of  Dutch  Classicism.  Evidently  the 
subject  of  the  church  was  itself  important  enough  to 
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4.  Gerard 
houckgeest. 
New  Church  in 
Delft  with  the  Tomb 
of  William  the  Silent, 
1650. 

Kunsthalle,  Hamburg. 


sustain  Saenredam's  career  and  the  principal  achieve- 
ments of  Houckgcest,  Vlict,  de  Lorme  and  de  Witte, 
notwithstanding  the  growing  distaste  for  Gothic  archi- 
tecture. From  Saenredam  onward  the  figures  are  less 
accessory  than  complementary  (for  example  in  de 
Witte's  Old  Church  at  Delft),  some  having  particular 
significance.  Timothy  Blade  has  briefly  discussed  the 


nursing  mother,  grave  diggers,  figures  carving  or  in- 
specting tomb  inscriptions,  and  the  hatchments  (wood- 
en shields  commemorating  a  recent  death)  ubiquitous 
in  Delft  church  interiors,  winch  often  focus  on  the 
tombs  of  William  the  Silent  (No.  4),  or  the  Admirals 
Maartcn  Tromp  and  L*ict  Hein.  The  latter  are  national 
monuments,  but  were  probably  (if  less  emphatically 
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than  the  real  tombs  in  Ruisdacl's  Jcwisli  Cemetery)  also 
suggestive  of  the  brevityof  temporal  existence  (the  late 
Tromp  was  also  commemorated  in  a  vanitas  still-lite  by 
Pieter  van  Steenwyck).9  The  pulpit  in  an  Old  Cliurcli  in 
Delft  by  Vliet  announces  Psalm  65,  where  one  reads 
that  'we  shall  be  satisfied  with  the  goodness  of  thy 
house,  thy  holy  temple'.10  The  first  church  interior 
drawn  by  Saenredam  (a  project  which  possibly 
brought  him  to  the  genre)  was  engraved  by  Jan  van  de 
Velde  for  Ampzing's  'Beschrijvinge  .  .  .'  ('Description 
of  Haarlem',  1628),  where  a  passage  praising  St.  Bavo's 
design  concludes:  'But  because  we  practice  there  God's 
holy  service,  And  also  teach  there  His  word  sacred  and 
pure,  For  that  this  church  is  rightly  and  mostly 
honoured'.11  The  psalm  and  this  testimony  applied  to 
pictures  of  a  local  church,  and  the  fact  that  the  tombs, 
figures  and  other  details  gain  broader  significance  from 
their  architectural  context  (suggesting  that  eternal  life 
is  found  in  the  church)  indicate  that  the  church  interior 
continued  an  iconographic  tradition  descendant  from 
early  Netherlandish  painting,  quite  as  the  symbolic 
objects  in  seventeenth-century  still-life  and  genre  in- 
teriors evolved  from  older  northern  models. 

The  still  life  and  the  church  interior  actually  com- 
bine in  Delft  in  a  manner  which  illuminates  the  latter's 
possible  interpretation  in  the  seventeenth  century.  Dc 
Witte's  earliest  dated  church  interior(colour)  was  orig- 
inally encased  in  a  frame  with  shutters  (No.  5),  and  as 
in  examples  byDou  a  still-life  (of  fruit)  relevant  to  the 
covered  subject  was  painted  on  the  exterior.12  The 


Above. 

5.  Jacob  Maurer. 
C.  Ploos  van  Amstel 
and  fellow  connoisseurs 
in  his  cabinet,  c.  1760. 
The  Petworth 
Collection. 

Left. 

6.  Carel  Fabritius. 
View  in  Delft, 

(as  reconstructed  011 
a  hemicylindrical 
surface  in  a  perspective 
box),  1652. 
National  Gallery, 


icwcr  turns  from  earthly  pleasures  to  join  the  atten- 
vc  congregation,  alternatives  which  seem  less  an  open 
ad  shut  case  in  the  townscapc  painted  by  Carel 
abritius  in  the  following  year  (No.  6). 13  Here  the 
ptions  recede  illusionistically  within  a  perspective  box 
Mo.  7) ;  the  sensual  diversions  of  the  lute  and  gamba 
iscinatc  the  viewer  but  not  the  pensive  man  at  the 
ther  end  of  the  table,  who  leads  the  eye  and  possibly 
>ur  conscience  to  the  New  Church  in  Delft.  It  was 
irobably  Vliet  who  combined  something  of  both  these 
onstructions  in  pendant  perspective  boxes  representi- 
ng Protestant  and  Catholic  church  interiors  (Nos. 
!-io).14  The  'Protestant  Church'  is  a  simplified  rcpre- 
entation  of  the  Old  Church  in  Delft,  while  the'Catho- 
1  ic  Church'  is  a  critical  fantasy  in  which  altars  abound, 
dolaters  kneel  and  burgers  disperse  like  an  American 
Express  raid  on  St.  Peter's.  By  contrast,  the  seemingly 
inert  Calvinists  gather  around  the  preacher  reading 
from  a  bible;  close  to  the  viewer  is  an  undisturbed 
copy  (an  idle  fly  perched  on  the  corner),  while  below 
the  peephole  on  the  exterior  of  the  box  (No.  8,  left)  are 
trompe  I'oeil  drawers  opened  to  reveal  coins,  a  coral 
I  necklace  and  other  objects. 15  Here  the  portrait  of  a 
)  Dutch  church  signifies  not  only  a  spiritual  but  a 
sectarian  commitment;  similar  Catholic  and  Protestant 
I  pendants  were  also  painted  as  conventional  architectur- 
al paintings  (one  might  conjecture  that  de  Witte's 
commission  in  1658  to  paint  a  pair  of  church  interiors 
!  for  the  same  royal  collection  in  Copenhagen  -  a  deal 
I  that  evidently  fell  through  after  he  assured  the  Danish 
Consul  of  his  indifference  to  the  impatient  'King  of 
Oxen'  -  stimulated  de  Witte's  interest  in  the  imaginary 
!  Catholic  cathedrals  which  date  c.  1660  onward).16 
Perhaps  the  comparison  suggests  that  the  Gothic  style 
j  remained  of  interest  to  architectural  painters  and  their 
I  patrons  in  part  because  these  churches  had  become 
]  Protestant,  while  the   Classicist  counterparts  were 
'Rooms'  -  Roman  (Catholic)  -  for  example,  the 
'famous  temples  recently  erected  by  the  venerable 
Society  of  Jesus  in  the  cities  of  Brussels  and  Antwerp' 
(Rubens,  'Palazzi  di  Genova',  1622). 1 7 

The  remarkable  number  of  portraits  of  the  Delft 
churches  dating  from  1650  onward  were  probably 
painted  for  the  most  representative  market  in  Holland. 
The  Flemish  pictures  (including  views  of  Antwerp 
Cathedral)  are  essentially  decorative,  perfect  comple- 
ments to  the  contemporary  style  of  Antwerp  furniture 
and  interior  design  (often  derived  from  the  same  or 
similar  pattern  books).  By  contrast,  Saenredam  was  a 
member  of  the  pioneering  generation  in  Haarlem 
which  favoured  familiar,  often  meaningful  subjects  in 
a  more  objective  style,  but  his  stylised  images  -  geo- 
metric forms  dovetailed  like  marquetry  into  exquisite 
cabinet  pictures  -  continued  the  acstheticism  of  the 
Goltzius  circle  in  which  li is  father  had  been  a  promin- 
ent engraver.  Saenredam's  taste  and  peculiar  method 
were  expectably  not  adopted  by  other  painters  of  the 
real  Dutch  church,  and  similarly  what  little  is  known 


of  his  patronage  contrasts  with  the  less  cultivated  clien- 
tele in  Delft  (and  throughout  Holland  in  general).18 
The  Delft  church  interior  reveals  the  same  concern  for 
observed  fact  that  develops  from  Mierevcld  and  Potter 
to  de  Hoogh  and  Vermcer;  de  Witte's  congregation 
(colour)  was  literally  at  home  in  de  Hoogh's  mostacces- 
sible  interiors. 

In  more  cosmopolitan  Amsterdam,  de  Witte  res- 
ponded to  the  fashionable  elegance  which  seduced  de 
Hoogh  and  Metsu:  his  model  for  the  composition  of  a 
Family  Portrait  dated  1678  (No.  11).  But  in  this  splendid 
setting  de  Witte's  own  church  interior  clearly  retains 
the  same  spiritual  significance  it  must  have  had  in 
Delft.  E.  de  Jongh  has  shown  that  the  careful  taking  of 
grapes  (virginity)  by  the  stem  (marriage)  was  applied 
by  painters  (following  Jacob  Cats)  not  only  to  chaste 
maidens  and  their  suitors  but  also  to  the  'virginal' 
marriage  of  the  Christian  tradition  (man  and  wife  'co- 
habit without  lust'  for  procreation  only).19  The  fallen 
rose  and  the  mirror  (familiar  symbols  in  genre  paint- 
ing) recall  the  fleeting  image  that  is  earthly  life.20  Typi- 
cally, the  portrait  paradoxically  exudes  material 
security  and  social  prominence,  but  like  the  open  bible 
in  similar  pictures  discussed  by  de  Jongh,  the  very  large 
view  of  the  Old  Church  in  Amsterdam  (significantly 
during  a  sermon)  indicates  the  religious  conviction  of 
the  sitters.  They  must  have  identified  with  the  figures 
in  their  church  interior,  for  the  family  joins  the  congre- 
gation in  a  very  similar  picture  painted  by  de  Witte  in 
the  same  year.21 

The  paintings  discussed  above  suggest  that  the 
church  interior  was  appreciated  not  only  as  an  image 
'from  life'  but  also  of  faith,  a  double  reading  typical  of 
the  period  in  its  view  to  the  future  and  the  past.22  No 
longer  a  symbol  (like  van  Eyck's  church  interiors),  the 
picture  is  a  selective  representation,  most  often  of  a 
local  church,  the  centre  of  communal  life,  Dutch  life, 
for  the  contemporary  viewer  would  have  recognised 
the  church  as  Dutch  in  its  form  of  worship,  its  archi- 
tecture, the  monuments,  the  character  of  its  decoration 
and  visitors,  quite  as  a  Dutch  landscape  painting  must 
have  been  appreciated  not  simply  as  a  representation  of 
nature,  but  of  a  terrain  different  from  that  anywhere 
else  -  home.  It  is  not  Vredeman  de  Vries,  Saenredam 
and  de  Witte  who  explain  the  'speciality'  of  the  church 
interior,  but  the  people  themselves. 


7.  Reconstruction  of 
a  perspective  box, 
to  mount  No.  6). 


8.  Perspective  boxes, 
(see  Nos.  9  and  10). 
Nationalmuseum , 
Copenhagen. 
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Right. 

[i.  Emanuel 
de  Witte. 
Family  Portrait,  1678. 
41te  Pinakothek, 
Munich. 


Above  left. 

9.  Attributed  here  to 
Hendrick  van 
Vliet. 

Old  Church  in  Delft, 
(perspective  box). 
Nationalmuseum, 
Copenhagen. 

Left. 

10.  Attributed  here  to 
Hendrick  van 
Vliet. 

Catholic  Church, 
(perspective  box). 
Nationalmuseum, 
Copenhagen. 
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DUTCH  MEZZOTINT  ENGRAV  E  l{ 


in  Holland  and  England  in  the  seventeenth  century 


David  Alexander 


The  tonal  engraving  technique  of  mezzotint  is  generally  thought  of  as  la  maniere  anglaise, 
but  in  the  seventeenth  century  it  was  the  Dutch  who  produced  the  most  accomplished  and 
varied  work  —  with  painters  as  well  as  engravers  attracted  to  the  process  —  and  it  was 
Dutch  engravers  who  were  responsible  for  establishing  mezzotint  in  England. 


The  origins  of  mezzotint  lie  in  the  seventeenth- 
century  concern  with  light  and  shade,  which 
led  engravers  to  search  for  new  tonal  effects. 
Jan  van  de  Vcldc  (c.  1593-1641)  carried  linear  tech- 
niques to  their  extremes  in  employing  large  areas  of 
black  and  white  in  his  prints  after  Adam  Elsheimer 
(1 572-1620),  while  Rembrandt  built  up  dark  areas  with 
etching  and  drypoint  to  produce  chiaroscuro  effects  of  a 
new  kind.  But  what  was  required  was  a  process  for 
conveying  the  tonal  qualities  of  oil  painting,  and  tech- 
niques suitable  for  the  dramatic  intensity  of  an 
Elsheimer  or  requiring  the  exceptional  technical  skills 
of  a  Rembrandt  had  limited  application. 

The  need  was  met  by  mezzotint,  whereby  changing 
tones  were  produced  not  by  lines  on  the  copper  plate 
but  by  varying  degrees  of  roughness  which  held 
greater  or  lesser  amounts  of  ink  and  consequently 
printed  darker  or  lighter.  The  first  prints  which  are 
classed  as  mezzotints  are  by  Ludwig  von  Sicgen  (1609- 
post  1676)  who  was  born  in  Utrecht.  Von  Siegen 
worked  from  light  to  dark,  creating  the  roughness, 
where  it  was  required,  with  roulettes.  It  was  not  long, 
however,  before  the  technique  had  reached  its  full 
development,  with  the  engraver  working  instead  from 
dark  to  light.1  The  plate  was  entirely  roughened 
(grounded)  using  a  toothed  chisel  rounded  at  the  end 
(the  rocker);  the  roughness  (burr)  meant  that  such  a 
plate  would  print  entirely  black  -  the  tonal  effect  was 
secured  by  scraping  away  where  the  lights  were 
wanted. 

Von  Sicgen,  an  officer  in  the  service  of  William  vi  of 
Hesse  from  1639  to  1641,  produced  the  first  of  his 
plates,  of  which  there  were  to  be  only  some  seven,  in 
1642,  while  spending  a  break  from  military  service  in 
Amsterdam.  His  large  royal  portraits  later  caught  the 
attention  of  William's  first  cousin,  Prince  Rupert  of 
the  Rhine  (1619-1682),  who  was  in  exile  in  Germany 
between  1654  and  1660  following  the  English  Civil 
Wars.  Rupert  turned  his  inventive  mind  to  improving 
the  technique  so  that  the  painter's  brush  could  be  imi- 
tated more  closely  and  his  interest  in  the  process  and 
the  impressive  prints  which  he  produced  have  in  the 


past  caused  him  to  be  treated  as  the  inventor  of  mezzo- 1 
tint.  Orovida  Pissarro  produced  evidence  twenty  years ' 
ago  to  show  that  the  explanation  for  this,  and  Rupert's 
contribution,  was  his  development  between  1657  and 
1661  of  the  hand  rocker  which  made  it  possible  to 
ground  the  entire  plate.2 

Rupert  returned  to  England  following  the  Restora- 1 
tion  in  1660  and  produced  fewer  than  twenty  mezzo- 
tints.3 But  in  1658  he  had  engaged  the  artist  Wallerant 
Vaillant  (1623-1677)  to  help  with  his  engraving  efforts. 
It  was  Vaillant  who  established  mezzotint  engraving  in 
Holland,  setting  up  in  Amsterdam  in  1665.  By  the  time 
of  his  death  fifteen  years  later  he  had  produced  over  I 
two  hundred  mezzotints  and  he  may  be  considered  as 
the  first  professional  mezzotint  engraver.4 

Vaillant  clearly  saw  the  way  in  which  the  new  tech- 
nique could  provide  more  convincing  interpretations 
of  oil  paintings  than  line  engravings,  and  most  of  his 
prints  are  after  a  wide  range  of  Dutch  and  Italian 
masters.  But  there  are  a  considerable  number  which  are 
after  his  own  design;  these  include  genre  scenes  (No. 
1),  and  portraits  of  himself  and  of  members  of  his 
family  (Nos.  2  and  3).  As  an  artist  Vaillant  had  worked 
as  a  portraitist  in  France  and  Germany  as  well  as 
Holland,  but  these  family  portraits  show  a  different  j 
talent  and  are  among  the  most  charming  and  intimate  j 
of  all  mezzotints.  Wcsscly  catalogues  over  two  dozen 
of  Vaillant's  prints  as  representing  members  of  his 
family,  but  it  is  not  possible  to  draw  the  line  between 
his  portraits  and  his  genre  pieces.  The  plate  of  his 
family  was  probably  sold  as  the  latter  since  it  is  given 
the  title  ofCliaritas. 

One  theme  which  he  uses  for  several  of  his  mezzo- 
tints is  of  a  young  artist  at  work  and  the  success  which 
Vaillant  had  with  this  is  confirmed  by  the  existence  of 
a  number  of  such  paintings  attributed  to  him.  For 
example  there  is  one  of  several  versions  of  a  seated  boy 
in  front  of  a  cast  of  the  Child  from  Michelangelo's 
Madonna  at  Bruges  in  the  National  Gallery,  London.5 
This  is  reproduced  in  reverse  in  one  of  the  mezzotints 
(w.  21). 

Among  Vaillant's  productions  is  a  mezzotint  after 
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Brouwcr  which  bears  the  title  A  Ponder  Plot  (w.  175),  Evelyn's  book  'Sculptura'  which  was  published  in 

clear  evidence  that  he  was  aware  of  the  English  market,  1662.  However  Evelyn  wrote  there,  'I  did  not  think  it 

where  collectors  such  as  Dean  Aldrich  (1647-1710)  necessary  that  an  Art  so  curious,  and  (as  yet)  so  little 

were  to  appreciate  his  work.6  It  was  in  England  rather  vulgar  .  .  .  was  to  be  prostituted  at  so  cheap  a  rate,  as 

than  other  continental  countries  that  mezzotint  caught  the  more  naked  describing  of  it  here  would  too  soon 

on.  It  is  difficult  to  say  what  part  Rupert  played  in  this.  have  exposed  it  to'. 

He  showed  the  process  to  John  Evelyn  in  early  t66i  As  a  result  of  this  it  does  not  seem  that  there  was  any 

and  did  a  smaller  version  of  the  head  of  The  Execu-  description  of  the  process  printed  in  England  until  the 

tioner,  based  on  his  masterpiece  after  Ribcra,  for  two  hundred  word  account  at  the  end  of  the  publisher 
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2.  Self-portrait, 
mezzotint  by  and  after 
Wallerant  Vaillant, 
255  X  172  mm. 

(w.  207). 

Somervilleand  Simpson. 

3.  Charitas 

(The  artist's  family), 
mezzotint  by  and  after 
Wallerant  Vaillant, 
390  X  285  mm. 
(w.  12,  n). 


Alexander  Browne's  'Ars  Pictoria'  of  1675,  winch 
failed  to  give  a  description  of  that  key  instrument,  the 
rocker.7  Instead  of  giving  practical  details  of  the  tech- 
nique in  his  book  Evelyn  offered,  with  the  Prince's 
permission,  to  demonstrate  it  to  any  'curious  and 
worthy  person'.  At  the  same  time  he  prepared  a  pri- 
vate memorandum,  outlining  what  Rupert  had  told 
him,  which  was  originally  intended  for  the  Royal 


Society.  It  is  only  in  recent  years  that  this  has  come  to  ' 
light  and  it  provided  part  of  the  evidence  published  by  j 
Miss  Pissarro  in  showing  that  Rupert  had  developed 
the  hand  rocker. 

One  of  the  'curious  and  worthy'  persons  who  must 
have  come  forward,  probably  to  Rupert  himself,  was  , 
William  Sherwin  (c.  1650-1714),  who  was  connected 
to  the  family  of  the  influential  Lord  Albemarle. 
Sherwin  produced  the  first  dated  English  mezzotint,  a 
powerful  portrait  of  Charles  n  dedicated  to  Rupert,  in 
1669.  But  neither  Sherwin  nor  the  versatile  Francis 
Place  (1647- 1 72  8),  who  engraved  a  few  reproductive 
genre  mezzotints  for  the  London  publishers  possibly  as  (• 
early  as  1667,  were  professional  engravers.8 

While  Rupert  may  not  have  openly  sought  to  en-  | 
courage  mezzotint  he  may  well  have  interested  the 
Court  and  the  leading  painters  in  the  process.  What- 
ever  the  reasons  the  market  for  mezzotints  began  to  1 
develop,  and  it  was  Dutch  rather  than  English  en-  I 
gravers  who  took  advantage  of  it.  The  ablest  Dutch 
engraver  to  come  to  England  was  among  the  first.  The 
Amsterdam  engraver  Abraham  Blooteling  (1640- 
1690)  arrived  in  1672,  together  with  his  pupil  Gerald 
Valck  (1651-1726).  Over  half  of  the  two  hundred  and 
eighty  or  so  prints  which  Blooteling  engraved  are 
mezzotints,  and  about  twenty  of  these  were  either  en-  1 
graved  in  England  or  principally  for  the  English  mar- 
ket.9 His  large  royal  portraits  after  Lely,  for  example 
the  Duke  of  Monmouth,  are  among  the  most  powerful 
of  all  mezzotint  portraits.  His  work  shows  a  sureness  of 
draughtsmanship  and  a  brilliance  not  previously 
achieved,  and  this  is  reflected  in  the  portrait  of  Lord 
Derby  (No.  4),  which,  like  many  mezzotint  portraits, 
was  engraved  to  meet  the  demand  for  an  obituary 
portrait,  since  Derby  died  at  the  end  of  1672.  There  is 
none  of  the  greyness  associated  with  many  early 
mezzotints,  presumably  because  of  closer  grounding 
and  more  effective  burnishing  of  the  lights. 

In  contrast  to  Blooteling's  work  much  of  what  was 
to  be  brought  out  in  England  in  the  1670s  and  1680s, 
while  not  lacking  a  certain  charm  of  its  own,  seems 
crude  and  wooden.  During  his  stay  the  publisher 
Richard  Tompson  or  Thompson  published  a  series  of 
reproductive  portraits  without  engravers'  names,  which 
was  later  followed  by  a  similar  series  by  Alexander 
Browne.  Chaloner  Smith  observes  that  the  inscriptions 
on  Tompson's  series  show  that  they  mostly  came  out  in 
the  five  years  before  Lely  was  knighted  in  1679/80, 
whereas  most  of  Browne's  came  out  subsequently.  In 
1683  Browne  apparently  obtained  a  patent  to  publish 
one  hundred  mezzotints  after  Van  Dyck  and  Lely  over 
fourteen  years,  though  only  about  six,  including  the 
Countess  of  Portland  (No.  5),  after  the  former  and  about 
thirty-eight  after  the  latter,  were  published  and  Browne 
may  have  ended  the  venture  about  1685. 10 

The  publishers  relied  upon  the  Dutch  engravers  who 
had  been  attracted  to  England,  many  probably  follow- 
ing Blooteling's  success.  Those  available  for  this  work 
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r  j/u1  tilt  Cttu  aiiiitji  ■umuotClifiUrChnmhrrhinr  nf'C/m/, 
'  Coiinliif.'  /V.1      U.111  and  thi K<k.<  .1-,.  J-&,.lm 


included  Jan  Vandcrvaart  (1647-1721)  who  came  from 
Haarlem  and  arrived  in  England  about  1674.  He  en- 
graved on  a  regular  basis  for  only  about  a  decade,  after 
winch  he  concentrated  on  his  main  work  as  a  painter, 
working  with  William  Wissing  (1656-1687).1 1  An- 
other Dutch  engraver  was  Jan  van  Somer  (c.  1645-post 
1699),  who  seems  to  have  been  in  England  between 
1675  and  168 1.  Vertue  was  told  that  'John  Vansomer 
the  Mezzotinter  has  done  a  baundance  of  Plates  after 
Sr.  Peter  Lilly  ...  he  was  prodigious  quick,  he  has  in  a 
long  summers  day  very  near  begun  &  finisht  a  half 


4.  Charles, 
Earl  of  Derby, 
mezzotint  by 
Abraham  Blootelinj; 
273  X  210  mm. 
(w.  13). 

5.  Frances, 
Countess  of  Portland, 
anonymous 
mezzotint  after 
Van  Dyck, 
published  by 
Alexander  Browne, 
364  X  277  mm. 

(c.  s.  29). 


Right. 

6.  Gerard  de  Lairesse, 
self-portrait, 
mezzotint,  engraved 
by  Peter  Schenck, 
358  X  257  mm. 
(Le  Blanc  209). 


lenght  plate,  he  used  to  work  hard  &  set  close  for  many 
hours  together'.12 

The  role  played  by  the  Dutch  engravers  in  England, 
working  in  the  main  after  their  compatriot  painters, 
shows  the  predominance  of  the  Dutch  school.  Al- 
though isolated  Dutchmen  such  as  H.  H.  Quiter  (c. 
1626-c.  1700),  working  in  Germany,  engraved  in 
mezzotint  in  other  countries,  it  was  in  England  that 
they  were  most  successful.  There  was,  for  example, 
little  mezzotint  done  in  France  where  the  tradition  of 
line  engraving  was  unchallenged. 

Meanwhile  in  Holland  the  1680s  saw  a  new  group  of 
engravers.  Vaillant  died  in  1677.  Blooteling  returned 
from  England  the  following  year,  preceded  by  Valck. 
Valck  was  the  instructor  of  Pietcr  Schenck  (1660- 
1718/19)  and  they  became  partners  in  1683/84,  pro- 
ducing large  numbers  of  portraits.  The  three  hundred 
and  fifty  or  so  plates  which  Schenck  engraved  in- 
cluded the  self-portrait  of  Gerard  de  Lairesse  (No.  6). 
Lairesse  (1641-1711)  seems  to  have  been  among  the 
numerous  artists  who  tried  their  hand  at  mezzotint. 
Indeed  many  of  the  engravers  who  may  be  thought  of 
as  professional  engravers  were  in  fact  artists  in  a  much 
wider  sense.  The  Jan  Verkolje,  whose  Venus  caressed  by 
Love  (No.  7)  was  published  by  Valck,  is  the  well-known 
Delft  painter  Jan  Verkolje  (1650-1693)  who  was  en- 
graving in  mezzotint  from  1670.  He  engraved  several 
of  his  own  portraits,  including  a  pair  of  William  and 
Mary  after  their  accession  to  the  English  throne,  and 
one  of  the  scientist  Anthony  van  Leeuwenhoek.13  A 
group  of  five  mezzotints  dated  between  1680  and  1684 
with  English  titles  after  Lely  and  Kneller  and  pub- 
lished by  Verkolje  himself  shows  Ins  close  links  with 
the  English  market,  though  there  does  not  appear  to  be 
any  evidence  that  he  did  the  engraving  in  England. 
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By  the  1680s  mezzotint  was  becoming  established  as 
tbe  most  popular  medium  for  contemporary  portrait- 
ure and  this  occupied  the  engravers'  energies  to  the 
exclusion  of  much  of  the  interesting  genre  work  being 
done  at  the  time.  For  example  the  opportunity  to  en- 
grave the  candlelight  pictures  of  a  Gottfried  Schalcken, 
so  suited  to  mezzotint,  were  seldom  taken.  In  the  same 
way  the  portraiture  of  the  day  also  excluded  the  work 
of  earlier  painters,  though  this  was  not  so  readily 
available  to  the  engraver,  and  the  neglect  of  certain 
artists  may  also  tell  us  something  about  changing  repu- 
tations. For  example  there  are  virtually  no  mezzotints 
after  Rembrandt  between  the  three  or  four  which 


7.  Venus  caressed 
by  Love,  mezzotint 
designed  by 
Jan  Verkolje  and 
published  by 
Gerard  Valck, 
245  X  190  mm. 
(Lc  Blanc  29?). 


Left. 

8.  The  Lottery 
at  Grootcnbroek , 
mezzotint  by  and  after 
Cornelius  Dusart, 
251  X  197  mm. 

(h.  40, 11). 

Christopher  Mendcz. 
Right. 

9.  One  of  a  set  of 
twelve  prints  of 
fashionably  dressed 
men  and  women, 
mezzotint  by  Jacob 
Gole  and  after  .1 
French  print, 

262  X  188  mm. 
(w.  343)- 


Vaillant  executed  and  the  large  number,  principally 
English,  which  w  ere  produced  in  the  middle  of  the 
next  century.14  m 

However  two  considerable  artists  who  engraved 
their  own  subject  mezzotints  remain  to  be  mentioned. 
Jan  van  Huchtenburg  (1647— 1733)  handles  the  problem 
of  engraving  crowded  equestrian  groups  with  con- 
siderable skill  in  the  eight  mezzotints  which  Hollstein 
catalogues.15  But  of  all  the  artists  who  have  worked  in 
mezzotint  the  Haarlem  painter  Cornelius  Dusart 
(1660-1706)  is  one  of  the  most  interesting.  Dusart,  a 
pupil  of  Adriaen  van  Ostade,  produced  over  one 
hundred  mezzotints,  all  original  genre  scenes.16  In 
mezzotint  he  found  a  medium  whose  chiaroscuro  range 
gave  his  figures  an  added  life  and  focus.  In  several  of 
his  plates  he  made  full  use  of  the  effects  of  artificial 
light,  as  shown  by  the  lantern  in  The  Lottery  at  Groot- 
cnbroek (No.  8).  This  example  of  his  work  gives  a  good 
idea  why  his  cheerful  peasant  groups,  full  of  move- 
ment, are  among  the  best  of  seventeenth-century 
mezzotints. 

That  Dusart  treated  mezzotint  as  a  separate  exercise 
rather  than  as  an  extension  of  his  painting  is  suggested 
by  the  apparent  absence,  in  contrast  to  the  oeuvre  of 
Vaillant  or  Verkolje,  of  paintings  directly  related  to  the 
prints.  There  are  several  related  drawings  noted  by 
Hollstein.  Although  inscriptions  are  not  necessarily  a 
reliable  guide  it  may  be  worth  noting  that  while  some 
of  the  individual  plates  are  inscribed  'Dusart  pinxit' 
and  are  often  based  on  themes  which  recur  in  his  paint- 
ing the  sets  of  prints  such  as  The  Months,  The  Four 
Ages  and  The  General  Gladness  about  the  Siege  of  Namur 
are  inscribed  lDusart  inv.'  or  tinvante\  in  other  words 
they  are  designed  but  not  necessarily  painted  by  the 
artist. 


138 


Dutcli  Mezzotint  Engravers 


Dusart's  pupil  Jacob  Gole  (1660-1737)  finished  a 
number  of  his  master's  plates  and  engraved  mezzotints 
in  his  style  as  well  as  other  original  work  (No.  9).  Small 
scale  work  was  not  easy  to  execute  entirely  in  mezzo- 
tint and  there  is  more  linear  work  in  this  plate  than  in 
any  of  the  other  prints  reproduced  here.  Gole's  work 
docs  not  have  the  quality  of  his  teacher's  and  he  found 
it  more  profitable  to  concentrate  on  the  market  for 
portraits,  which  form  a  very  high  proportion  of  the 
four  hundred  and  thirty-three  plates  which  Hollstein 
catalogues.17 

Gole  may  have  visited  England  about  1688;  like  his 
colleagues  he  certainly  produced  prints  for  English 
buyers.  But  by  the  time  that  the  cultural  links  between 
the  two  countries  were  consolidated  by  the  accession  of 
William  and  Mary  in  1688  the  first  professional  Eng- 
lish engravers  were  producing  mezzotints.  The  most 
important  were  Isaac  Beckett  (1653-c.  1719)  and  his 
pupil  John  Smith.  Beckett  worked  closely  with 
Kneller,  but  he  also  began  to  work  as  a  publisher,  quick 
to  engrave  pictures  of  persons  in  the  news.  For  example 
he  engraved  two  mezzotints  of  Adrian  Bcverland  after 
the  latter  was  expelled  from  Holland  for  licentious 
writings  and  came  to  England.  One  of  these  (c.  s.  7) 
shows  Beverland  seated  at  a  table  with  a  lady ;  Anglo- 
Dutch  co-operation  -  or  plagiarism  -  was  evident  in 
the  way  a  reversed  version  of  the  print,  perhaps  the 
first  one,  was  brought  out  by  Schenck  in  Amsterdam. 
Later,  when  Beverland  was  no  longer  of  topical 
interest  Beckett's  plate  continued  to  serve  a  purpose  - 
another  publisher  altered  the  title  and  issued  versions  of 
the  worn  plate  as  a  portrait  of  Lord  Rochester. 

Beckett's  output  can  be  dated  between  1681  and 
1688,  after  which  he  devoted  himself  to  print  publish- 
ing, and  his  place  as  the  leading  engraver  was  taken  by 
John  Smith  (c.  1652-1742).  In  Smith,  Kneller  found 
the  engraver  he  wanted.  Like  Rubens  and  Van  Dyck 
before  him  or  Reynolds  after  him,  Kneller  understood 
the  part  which  engraving  could  play  in  promoting  an 
artist's  reputation.  In  his  approach  we  perhaps  have  a 
particular  reason,  on  top  of  the  general  interest  of  the 
I   English  in  faces,  why  mezzotint  established  itself  so 
1  firmly  in  England.  Some  one  hundred  and  thirty-seven 
of  Smith's  mezzotints,  just  over  half  his  attributable 
portraits,  are  after  Kneller. 1 8  In  a  subtle  piece  of  mutual 
flattery  Kneller  painted  the  engraver  holding  his 
mezzotint  ot  the  artist's  self-portrait,  and  Smith  later 
;  engraved  this  portrait  of  himself  -  now  in  the  National 
(  Portrait  Gallery  -  as  he  neared  the  end  of  his  successful 
career. 

By  the  end  of  the  century  English  mezzotints  were 
being  sold  abroad,  even  providing  models  for  colonial 
portraiture.19  The  English  school  retained  links  with 
Holland  in  the  sense  that  there  continued  to  be  en- 
gravers of  Dutch  extraction  reproducing  the  port- 
raiture of  the  day.  John  Faber  11  (c.  1695-1756),  brought 
I  from  Holland  by  his  mezzotint  engraver  father  as  a 


child,  engraved  Knellcr's  Kit-Kat  Club  in  1735.  Pietcr 
van  Bleek  (1695-1764),  who  arrived  in  England  in 
1723,  engraved  at  least  nine  of  his  own  paintings,  in- 
cluding the  1748  plate  of  the  actors  Griffin  and  Johnson 
which  is  a  true  forerunner  of  the  theatrical  conversa- 
tion pieces  engraved  in  mezzotint  after  Zoffany  a 
generation  later.  It  is  appropriate  that  the  tradition  of 
original  work  which  had  distinguished  Dutch  mezzo- 
tint of  the  previous  century  should  have  been  kept 
alive,  even  to  this  extent,  in  the  century  which  saw 
mezzotint  established  as  la  maniere  anglaise  as  a  result 
of  the  skills  of  the  English  reproductive  engravers. 
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Museum  'Het  Prinsenhof '  Delft 
14  October  to  3  November  1976 


These  two  pages  show  a  selection  of  the  tunny  fine  paintings  and  objects 

which  are  on  view  at  this  year's  annual  antique  dealers'  fair  in  Delft,  The  Netherlands. 


A.  Aardewerk 

Jan  van  Nassaustraat  76,  The  Hague. 
Silver  goblet,  Groningen,  1642. 
Height:  13.5  cm. 


Left. 

A.  Aronson 

Nwe.  Spiegelstraat  39,  Amsterdam. 
One  from  a  series  of  three 
litmus  bowls,  Ch'ien  Lung. 


A.  C.  Beeling  and  Zn.  bv 
Nicuwestad  91,  Lecuwarden. 
Chased  silver  pleated  dish, 
engraved  with  monogram, 
Dutch  colonial,  Ceylon, 
second  half  seventeenth  century. 
Diameter:  34  cm. 


KUNSTHANDEL  C.  P.  A.  AND 

G.  R.  Castendijk 
Mecklenburglaan  51,  Rotterdam. 
Abraham  Hondius. 
Landscape  with  hunters, 
signed,  115  x  147  cm. 


Right. 

Het  Kabinet J.  F.  H.  H.  Beekhuizen 
Nwe.  Spiegelstraat  49,  Amsterdam. 
Kneeling  pntto,  walnut,  Flemish, 
first  quarter  eighteenth  century. 
Height:  54  cm. 


m 

^^^^^^^^^^^^^^ 


Kunsthandel  P.  de  Boer  bv 
Herengracht  512,  Amsterdam. 
Cornelis  Janssens  van  Ceulen. 
A  Lady,  signed,  dated  1654, 
81.3  X  68.6  cm. 


G.  Cramer  Oude  Kunst 
Javastraat  38,  The  Hague. 
Frans  Hals. 

A  Woman,  signed  with  monogram, 
c.  1657/8,  65  X  49  cm. 


Ms 


Kunsthandel  J.  Denijs 
Nwe.  Spiegelstraat  29-32, 
Amsterdam. 

Silver  plaque  with  representation 
of  the  Holy  Family  and  St.  John 
with  the  Lamb,  Austria, 
second  half  seventeenth  century . 
13.2  X  17.7  cm. 
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S.  Nystad  Oude  Kunst  bv 
Ruychrocklaan  442,  The  Hague. 
Christofano  Allori 
(Florence  1 577-1621). 
Claudia  de'  Medici  with  her  pets 
in  a  Florentine  inner  court, 
panel,  116  X  91.5  cm. 


Above. 

KUNSTHANDEL  GEBR.  DOUWES  BV 

Rokin  46,  Amsterdam. 

BALTHASAR  VAN  DER  AST. 

Still-life,  panel,  39  X  49  cm. 


WOUTER  BROUWER 

Neuweg  5-7,  Hilversum. 
English  glass  goblet  with  octagonal 
stem,  first  half  eighteenth  century. 
Height:  27  cm. 


S.  van  Leeuwen 
Noordeinde  164a,  The  Hague. 
One  of  a  pair  of  gilt  bronze 
coupes  a  double  usage, 
France,  Empire, 

first  quarter  nineteenth  century. 
Height:  39  cm. 


Nystad  Antiquairs  Lochem  bv 
Rokin  86,  Amsterdam. 
Bronze  mortar  with  legend 
'Jan  van  den  Ghem'. 


Gebr.  Refuge  cv 

Kerkplein  7,  Diepenveen  bij  Deventer. 
Bowl,  with  blue  glaze,  Ming  dynasty. 
Diameter  31.5  cm. 


KUNSTHANDEL  H.  SCHLICHTE  BERGEN  BV 

P.  C.  Hooftstraat  53,  Amsterdam. 
Traveller's  altar,  wood, 
north  of  Holland,  c.  1490. 
Height:  28  cm. 


141 


u     wmm  in 


Bernhard  Stodel 

Rokin  70,  Amsterdam. 

Part  of  a  set  of  five  litmus  pieces 

with  ormolu  mounts,  Ch'ien  Lung. 


KUNS THANDEL  AALDERINK  BV 

Spiegelgracht  15,  Amsterdam. 
Inro  in  six  parts,  Japan, 
signed  Jokasai, 
end  eighteenth  century. 
Length:  8.7  cm. 


Firma  Joseph  M.  uco, 
Rokin  108,  Amsterd 
One  of  two  Delft  don 
ceramic  bottles  with  chinois  . 
decoration,  monogram  apk, 
c.  1700.  Height:  22.5  cm. 

142 


Top. 

Th.  Laurentis 

Oensclscstraat  15-17,  Zaltbommcl. 
Jan  van  Noori. 
Landscape  with  Temple  of  the 
'Sebyi  at  Tivoli'  etching  (h.  2). 

Above. 

C.  J.  J.  Weegenaar  bv 
Fredcrikstraat  12,  The  Hague. 
Oak  chest,  veneered  with 
ebony  and  rosewood,  Holland, 
second  half  seventeenth  century. 
Height:  198  cm. 

Right. 

Stender  Uurwerkmakers  bv 
Nieuwstraat  I,  St.  Michiclsgestel. 
Console-clock,  with  red 
tortoiseshell  and  gilt  bronze 
ornamented  case,  Switzerland 
or  France,  c.  1750. 


2 1 .  Deutche  Kunst-  und  Antiquitatenmesse 

Haus  der  Kunst,  Munich 
22  October  to  1  November  1976 

This  year's  fair  promises  to  be  one  of  the  most  varied  and  crowded  in 
recent  years.  There  will  be  over  one  hundred  and  twenty  exhibitors, 
including  sixty  Jive  from  Bavaria.  We  had  hoped  to  include  a 
selection  of  the  many  fine  and  interesting  objects  which  will  be  shown  at  the 
fair  in  this  issue  of  The  Connoisseur  but  this  was  not  possible. 
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The  number  of  art  historians  today  is  legion  and 
the  printing  presses  of  Europe  and  America  turn 
out  an  unending  stream  of  appreciations  of  style 
evolution  and  studies  of  minor  masters.  From 
time  to  time,  however,  a  scholar  appears  who  is 
prepared  to  devote  years  of  his  life  to  the  sifting 
of  archival  material  into  a  form  that  can  be  used 
by  students  and  collectors,  thereby  adding  ap- 
preciably to  the  sum  of  our  knowledge  and 
making  possible  further  research.  Arthur  Grim- 
wade is  such  a  scholar.  Anyone  who  uses  this 
book  cannot  fail  to  be  impressed  by  the  endless 
labour  that  was  needed  to  extract  the  marks  from 
the  Registers  at  Goldsmiths'  Hall  and  to  collate 
them  with  records  from  other  sources.  In  this 
book  we  have  the  fruits  of  a  lifetime's  work,  for 
it  was  begun  when,  fresh  from  school,  he  first  col- 
lected information  about  makers  and  their  marks 
in  the  silver  department  at  Christie's,  to  which  he 
has  devoted  his  working  career. 

The  book  contains  first,  an  alphabetically  ar- 
ranged list  of  all  known  maker's  marks  from  the 
commencement  of  the  Registers  at  Goldsmiths' 
Hall  until  1837.  Most  are  reproduced  from  the 
Registers  themselves,  but  marks  registered  be- 
tween 1758  and  1773,  a  period  covered  by  a 
Register  no  longer  extant,  are  reproduced  from 
impressions  on  actual  pieces.  This  book  repre- 
sents a  great  advance  on  Jackson's  'English  Gold- 
smiths and  their  Marks',  in  which  -  through  no 
fault  of  Jackson  -  no  use  was  made  of  the  original 
Registers.  Further  sections  cover  the  marks  of 
provincial  makers  registered  in  London,  un- 
registered marks  with  tentative  identifications  of 
makers  and  a  list  of  goldsmiths  who  were  free  of 
other  companies  than  the  Goldsmiths.  Finally 
there  are  seven  sections  listing  the  marks  of  the 
various  groups  of  smallworkers,  none  of  which 
have  been  published  before.  These  will  be  of 
particular  value  to  collectors  of  gold  boxes, 
buckles,  small  swords  and  watches.  Although  the 
marks  are  very  clearly  reproduced,  the  task  of 
identifying  them  will  not  always  be  easy;  un- 
fortunately the  Goldsmiths'  Company  did  not 
give  sufficient  consideration  to  the  problem  of 
differentiating  between  the  marks  of  makers  with 
the  same  initials  and  many  of  the  smaller  marks 
require  examination  with  a  magnifying  glass 
before  any  distinguishing  features  can  be  recog- 
nised. There  arc  many  new  attributions  and  both 
collectors  and  dealers  will  need  to  consult  the 
book  regularly  rather  than  rely  on  Jackson. 

Some  years  ago  Arthur  Grimwade  performed 
a  valuable  service  to  English  firearm  collectors  by 
established  the  identity  of  MB,  the  foremost  maker 
of  silver  furniture  for  firearms  of  the  early 
decades  of  the  nineteenth  century,  as  Moses  Brent 
and  not  Mark  Bock,  as  had  previously  been 
thought.  From  the  late  1730s  until  about  1760  the 
leading  London  maker  of  silver  gun  furniture 
used  the  mark  ik,  at  first  in  script  letters  and  later 
in  Roman.  This  has  usually  been  identified  as  the 
mark  of  John  King,  but  as  his  mark  was  first 
entered  at  the  Hall  in  1775,  the  identification  can- 
not be  correct.  The  alternative  suggestion, 
Jeremiah  King,  whose  mark  was  entered  in  1723, 
is  mistaken,  as  this  master  is  described  as  a 


largcworker,  whereas  a  mount-maker  would 
surely  be  classed  as  a  smallworkcr.  Another 
identification,  of  Jeconiah  Ashley  as  the  maker  of 
the  fine  silver  mounts  bearing  a  script  ja  mark, 
cannot  be  correct  either,  as  he  again  is  listed  as  a 
largcworker.  While  solving  a  host  of  problems, 
Mr.  Grimwade's  great  work  has  raised  a  few  new 
ones. 

Perhaps  the  most  impressive  achievement  of 
this  book  is  the  comprehensive  biographical 
dictionary  of  goldsmiths  which  constitutes  the 
final  section.  This  dictionary  includes  some  two 
thousand  five  hundred  names  and  gives  a  vast 
amount  of  hitherto  inaccessible  information,  such 
as  apprenticeships,  parentage  and  many  fascinat- 
ing details  about  their  lives  and  careers.  A  typical 
entry  concerning  the  Harache  family  distinguishes 
for  the  first  time  between  the  works  of  the 
various  members  of  the  family,  quotes  extensive- 
ly from  the  records  published  by  the  Huguenot 
Society  and  lists  their  main  works.  The  longest 
entry  relates  to  the  otherwise  obscure  goldsmiths, 
Dru  Drury,  father  and  son,  smallworkers  and 
hiltmakers,  concerning  whom  Mr.  Grimwade's 
tireless  researches  have  unearthed  a  great  volume 
of  papers  in  -  of  all  unlikely  places  -  the  Entomo- 
logical Library  of  the  Natural  History  Museum. 
It  is  tempting  to  quote  more  of  this  material,  but 
every  silver  collector  is  certain  to  find  new  infor- 
mation about  the  lives  of  the  makers  of  his  pieces. 
For  the  period  1697  to  1837  this  work  completely 
replaces  Jackson.  Not  only  is  it  incomparably 
more  complete  but  far  easier  to  use.  As  the  marks 
are  in  alphabetical  order  it  is  not  necessary,  as  in 
Jackson,  to  consult  the  index  first  and  then  hunt 
through  the  book  for  the  correct  page.  There  is  a 
brief  introduction  which  explains  the  system  fol- 
lowed with  exemplary  clarity. 

The  phrase  'every  student  of  the  subject  will 
need  to  own  this  book'  has  become  a  cliche  of  the 
reviewer,  but  it  has  never  been  used  with  more 
justice  than  in  this  case.  Grimwade  must  stand 
beside  Jackson  on  every  silver  collector's  book 
shelf. 

John  F.  Hayward 


An  inventory  of  the  Historical 
Monuments  in  the  City  of  York 

Volume  rv :  Outside  the  City  Walls 
east  of  the  Ouse 

Royal  Commission  on  Historical  Monuments 
(England) 

in  pages,  132  illustrations, 

82  line  drawings  and  maps 

London:  fier  majesty's  stationery  office 

£16.00 

Like  Old  Father  Thames  the  Royal  Commission 
keeps  rolling  along  (or,  in  the  case  of  York,  like 
Old  Father  Ouse),  and  we  have  come  to  accept 
almost  as  a  matter  of  course  that  each  new  volume 
will  be  a  meticulous  work  of  scholarship,  with 
accurate  descriptions  of  the  monuments,  splendid 
plans  and  drawings,  and  numerous  good  photo- 
graphs. On  the  whole,  the  latest  offering  on  York 
is  no  disappointment,  and  it  is  especially  welcome 
since  it  is  in  large  part  devoted  to  two  of  the  most 
important  extra-mural  sites,  St.  Mary's  Abbey 
and  the  King's  Manor.  The  consistently  high 
standard  of  Commission  volumes  is  an  achieve- 
ment which  outstrips  any  similar  efforts  on  the 
continent,  and  indeed  there  are  few  countries 
which  have  even  begun  to  record  their  inonu- 
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mental  heritage  with  such  thoroughness  and 
attention  to  detail. 

However,  since  the  excellence  of  the  Commis- 
sion volumes  is  so  well  established,  the  best  ser- 
vice that  a  reviewer  can  perform  is  to  note  any 
decline  in  these  standards  and  to  suggest  where 
there  is  room  for  improvement.  The  present 
book  does  have  flaws,  and,  if  this  review  con- 
centrates upon  them,  this  is  not  to  question  the 
quality  of  the  whole. 

The  most  serious  defect  is  the  fault  not  of  the 
authors  but  of  the  designers  and  publishers. 
Affixed  to  the  inside  back  cover  is  a  gusset,  con- 
taining a  series  of  excellent  loose  folding  plans  of 
the  main  sites,  which  projects  about  half  an  inch 
at  its  thickest  point.  My  copy  arrived  through  the 
post,  protected  by  a  stout  cardboard  box,  but 
nonetheless  the  plans  were  badly  creased  and  the 
gusset  squashed  out  of  shape.  More  seriously,  the 
uneven  surface  produced  means  that  when  the 
book  is  closed  the  pages  are  deformed  to  accom- 
modate the  gusset,  and  within  a  very  short  time 
this  deformation  is  permanent.  It  would  have 
been  far  preferable  to  have  enclosed  the  plans  in  a 
separate  folder,  or  in  a  solid  case  on  the  outside 
back  cover.  The  covers  themselves  are  of  very 
inferior  board,  and  if  the  book  is  left  lying  on  the 
table  for  an  hour  or  two  they  curl  upwards  in 
an  alarming  fashion.  This  is  simply  shoddy 
book  production,  unacceptable  in  a  volume  which 
is  priced  at  sixteen  pounds  and  unacceptable  in 
terms  of  the  Commission  standards. 

For  the  most  part  the  contents  of  the  book  are 
well  up  to  standard,  and  the  monuments  are 
treated  in  a  clear  and  logical  fashion  which  allows 
the  reader  to  comprehend  the  most  complex  of 
structures  and  sequences,  as  in  the  case  of  the 
King's  Manor.  However,  some  points  of  balance 
seem  ill-judged,  the  worst  example  being  the 
series  of  thirteen  large  stone  figures  which  are 
presumed  to  come  from  the  Chapter  House  of  St. 
Mary's.  These,  as  the  Introduction  points  out,  arc 
'one  of  the  most  important  series  of  English 
sculptures  that  have  survived  from  the  Middle 
Ages',  yet  in  the  Inventory  itself  they  are  des- 
cribed so  briefly  as  to  tell  us  nothing:  'Apostle. 
Complete  figure,  with  forked  beard.  Left  hand 
holding  drapery  and  book,  open  right  hand'.  It  is 
difficult  to  believe  that  this  is  really  an  adequate 
description  of  what  is  arguably  the  finest  twelfth- 
century  figure  in  the  country.  We  are  not  even 
given  sizes,  apart  from  the  general  statement  that 
all  the  figures  are  life-size  (are  we  to  assume  that 
all  those  who  work  for  the  Commission  in  York 
are  the  same  size  and  that  this  corresponds  to  the 
size  of  the  figures?  If  so,  what  size  is  it?).  In  fact, 
sizes  are  never  given  for  sculpture  or  for  fittings, 
which  is  continually  annoying.  Dimensions  arc 
given  for  buildings,  but  in  an  apparently  arbit- 
rary and  inconsistent  fashion  and  always  in  feet 
instead  of  metres. 

Returning  to  the  Chapter  House  figures,  they 
are  discussed  not  in  the  Inventory  but  in  the 
general  Introduction,  and  here  there  are  signs  that 
the  authors  are  uncertain  of  what  they  ought  to  be 
doing.  Are  they  trying  to  relate  the  figures  to  a 
local  context  or  are  they  aiming  for  a  full  scale 
art  historical  discussion?  Thi;  uncertainty  is  un- 
resolved, with  the  result  that  he  discussion  falls 
flatly  between  the  two.  For  example,  out  of  the 
blue  and  for  no  apparent  reasoi  ve  are  told  that 
'the  Romanesque  mannerisms  are  much  less 
noticeable  than  in  the  comparable  figures  of  the 
Portico  de  la  Gloria  at  Santiago  de  Compostela 
of  1 1 88.  A  new  feeling  of  classicism  in  the  York 


figures  must  place  them  later  than  the 
Compostela  figures  .  .  .'.  In  what  ways  the 
Compostela  figures  are  supposed  to  be  com- 
parable is  not  revealed,  and  they  seem  to  have 
been  picked  out  of  a  hat  -  it  might  just  as  well  be 
figures  from  St.  Gilles,  or  Bamberg,  or  Zagreb. 
Even  if  this  sort  of  arbitrary  comparison  were 
valid,  to  say  that  'a  new  feeling  of  classicism' 
must  make  a  later  than  b  is  the  sort  of  inanity  that 
gives  art  history  a  bad  name.  The  Commission's 
authors  should  learn  that,  if  they  are  going  to 
venture  into  such  fields,  they  must  do  it  properly 
or  not  at  all. 

It  must  be  stressed  again  that  these  criticisms 
start  from  the  fact  that  this  is  an  extremely 
valuable  volume.  We  are  fortunate  indeed  to 
have  such  a  splendid  series,  but  it  would  be  a 
tragedy  if  this  achievement  were  to  be  spoiled  by 
occasional  academic  lapses  and  by  poor  book 
production.  Alan  Borg 

Colonel  Colt,  London 

The  History  of  Colt's 
London  firearms,  1851-1857 
By  Joseph  G.  Rosa 
216  pages,  369  illustrations 
and  9  diagrams 

London:  arms  and  armour  press 
Ontario:  fortress  publications 
£10.95 

'That's  God's  pistol'  said  a  Kaffir  native  after 
seeing  a  demonstration  of  a  Colt  Navy  revolver. 
Even  to  this  native  tribesman  the  Colt  was  a  very 
special  gun.  Why  is  it  that  the  very  name  'Colt' 
had  and  still  has  a  magic  about  it,  even  for  those 
who  know  little  or  nothing  about  firearms?  It  is 
not  simply  a  result  of  the  legendary  exploits  of 
Colt  revolvers  in  the  American  West,  for  the 
Colt  mystique  was  already  well  established  by  the 
time  of  Samuel  Colt's  death  in  1862,  well  before 
the  myth  of  the  Wild  West  had  developed.  Nor 
is  it  because  Colt  himself  invented  the  revolver, 
for  revolving  guns  had  been  known  since  at  least 
the  middle  of  the  sixteenth  century.  He  certainly 
made  great  improvements  in  revolver  design,  but 
so  did  many  of  his  contemporaries  and  Colt's 
revolvers  were  in  fact  little  or  no  superior  to 
those  of  many  of  his  rivals.  So  to  what  can  we 
attribute  the  magic  of  the  Colt?  The  answer  must 
surely  lie  in  the  character  and  achievements  of 
Colonel  Sam  himself.  His  greatest  achievement 
was  to  make  the  revolver  a  popular  and  easily 
obtainable  weapon,  and  he  did  this  more  through 
business  acumen  than  his  skill  as  a  craftsman  and 
inventor.  He  developed  a  large  business  organisa- 
tion, he  made  full  use  of  the  techniques  of  mass 
publicity  to  appeal  to  a  wider  market  than  a  gun- 
maker  had  ever  done  before,  and  he  equipped  his 
workshops  with  machines  capable  of  producing 
guns  in  the  quantities  and  at  the  speed  demanded 
by  his  marketing  techniques.  Colt  probably  did 
more  than  any  other  single  person  to  change  gun- 
making  from  a  craft  into  an  industry,  and  his 
achievements  are  as  important  in  the  history  of 
technology  as  in  the  history  of  firearms. 

However,  until  now,  the  story  of  Colt's  life 
and  work  has  been  incomplete,  for  little  had  been 
written  on  Colt's  achievements  in  London  where 
he  set  up  a  factory  modelled  on  that  in  Hartford, 
Connecticut.  But  now  Joseph  Rosa  has  produced 
'Colonel  Colt,  London',  a  book  which  traces  with 
loving  care  the  story  of  this  London  factory 
which  Colt  established  in  1852  after  his  success  at 
the  Great  Exhibition  and  which  he  abandoned  in 


1857  only  when  it  became  obvious  that,  with  thej 
end  of  war  with  Russia,  he  could  expect  no  mores 
government   contracts,    the   lifeblood   of  his 
business.  The  impact  of  Colt's  American  Jech4 
niques  upon  the  London  gunmaking  trade  makes 
fascinating  reading.  He  was,  for  instance,  the  first 
to  introduce  interchangeability  of  parts  into) 
England,  an  important  advance  in  industrial, 
technology  which  had  rarely  been  sufficiently 
emphasised  by  historians.  He  employed  unskilled! 
English  labour  to  work  in  the  factory  to  the; 
annoyance  of  some  of  the  skilled  Americans  he' 
had  brought  with  him:  'These  Englishmen  are; 
awful  thick  headed  and  don't  catch  at  the  way  ou 
running  a  labour  saving  machine  very  readily, 
and  it  requires  a  good  stock  of  patience  to  learn; 
them  the  different  dodges'.  The  English  workmen/ 
did  not  complain,  however,  for  Colt  paid  then^ 
higher  wages  than  most  could  ever  have  dreamed 
of.  Of  course,  this  did  not  endear  him  to  his  1 
London  rivals  who,  lacking  Colt's  mechanised  > 
production  line,  could  not  afford  to  pay  their 
workmen  so  much  and  still  remain  competitive,  j 
The  feeling  grew  that  Colt  was  using  unfair 
methods  to  rob  native  gunmakers  of  their  liveli- j 
hood  and  acrimony  and  bitterness  were  the  in-l 
evitable  result.  However,  Robert  Adams,  Colt's  I 
greatest  rival  in  London,  was  quite  prepared  to  bel 
as  unscrupulous  as  the  Colonel,  while  at  the  samel 
time  remaining  realistic  enough  to  realise  that  he 
could  only  compete  by  adopting  some  of  Colt's 
mechanised  production  methods. 

Joseph  Rosa  tells  this  story  with  great  en- 
thusiasm, continually  enlivening  the  text  with 
well  chosen  details  and  anecdotes  which  are  often 
humorous  and  always  pertinent.  With  a  con- 
siderable and  rare  skill  he  has  succeeded  in  in- 
corporating into  his  text  many  hitherto  unpub- 
lished official  records,  without  in  any  way 
breaking  the  flow  of  the  narrative.  The  book  is 
illustrated  by  over  three  hundred  and  sixty  well 
chosen  plates  which  always  heighten  the  reader's 
enjoyment  and  understanding  of  the  text.  As  a 
postscript  to  the  story  of  the  London  factory 
itself,  Mr.  Rosa  traces  the  history  of  Colt's 
Agency  in  London  which  survived  long  after  the 
closure  of  the  factory  until  its  business  was 
eventually  transferred  to  the  London  Armoury 
Company  in  1913.  And  then  follow  chapters  for 
the  student  and  collector  of  firearms  describing 
the  models  of  pistols  produced  and  retailed  in 
London  between  1851  and  1857.  The  gun  en- 
thusiast will  find  here  the  complete  story  of  the 
development  of  these  various  pistols  together 
with  an  expert  analysis  of  the  considerable  numf 
ber  of  variants  which  have,  up  to  now,  puzzled 
even  the  most  knowledgeable. 

This  book  is  certainly  essential  reading  for  all 
students  of  firearms,  but  it  is  far  more  than  that 
and  should  also  be  compulsory  reading  for  those 
interested  in  the  development  of  industrial 
technology.  All  too  often  a  book  written  by  a 
scholar  who  has  spent  many  years  researching  a 
specialised  subject  can,  in  the  end,  only  be  read 
and  fully  appreciated  by  other  specialists.  Mr. 
Rosa,  however,  has  had  the  skill  to  produce  a  text 
book  for  the  student  of  firearms  which  is  at  the 
same  time  a  history  of  an  important  episode  in 
English  and  American  industrial  history  which 
can  be  read  with  pleasure  and  appreciation  by 
those  with  no  interest  in  weapons.  It  will  remain 
indefinitely,  not  only  the  standard  work  on 
Colonel  Colt  and  his  London  factory,  but  also  a 
book  which  it  is  a  constant  pleasure  to  re-read. 

Guy  M.  Wilson 
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The  Lost  Impressionist 

A  biography  of  John  Peter  Russell 
By  Elizabeth  Sailer 
209  pages,  colour  illustrations 
London:  angus  and  Robertson 

The  subject  of  this  biography  occupies  a  romantic 
position  in  the  history  of  Australian  art,  as  one  of 
the  handful  of  native-born  artists  (including 
Bertram  Mackennal  and  Rupert  Bunny)  whose 
work  is  essentially  European  in  origin:  in 
Russell's  case,  owing  much  to  his  close  contact 
with  Monet  and  the  French  avant-garde.  He 
arrived  in  Paris  via  the  Slade  and  entered  Fernand 
Connon's  atelier  a  few  weeks  after  Van  Gogh,  in 
the  spring  of  1886.  He  was  well-off  (his  father 
was  a  self-made  tycoon),  husky,  talented,  and  the 
lover  of  Anna  Maria  Mattiocco,  the  beautiful 
young  model  chosen  by  Cabanel  for  his  Venus 
and  by  Rodin  for  his  Minirve  Sans  Casque. 

Though,  like  everyone,  he  quarrelled  with 
Van  Gogh,  the  two  seem  to  have  been  on  close 
terms.  When  Cormon  hastily  closed  his  studio  in 
face  of  a  revolt  by  his  students  (Van  Gogh  had 
threatened  to  come  and  shoot  him  for  dismissing 
one  of  the  most  popular  members,  Emile 
Bernard),  he  took  himself  off  to  Brittany.  There 
is  a  legend  that  it  was  Russell's  yarns  of  his 
travels  in  the  South  Seas  that  persuaded  Gauguin 
to  leave  Pont  Aven;  in  later  years,  however, 
Russell  denied  that  he  had  ever  known  the  man, 
whom  he  evidently  disliked  intensely.  He  was 
much  more  drawn  to  Monet,  whom  he  met 
while  painting  on  Belle-He,  off  the  Brittany- 
coast,  and  whom  the  great  man  referred  to  in 
letters  as  'the  American'.  Miss  Salter  quotes  his 
admission  that  Monet  made  a  great  impact  on 
him,  'so  full  of  courage  in  tackling  problems'. 

Back  in  Paris,  the  Russells  developed  a  rela- 
tionship with  Rodin,  who  evidently  enjoyed 
their  company.  More  significant,  art-historically, 
is  Russell's  acquaintance  with  the  young  Matisse, 
whom  he  presented  with  two  drawings  by  Van 
Gogh.  Russell,  known  to  so  wide  a  circle  of 
prominent  artists,  and  painting  well  enough  to 
earn  their  respect,  nevertheless  refused  to  exhibit 
his  work  publicly.  At  Goulphar,  his  second  home, 
he  presided  like  a  popular  laird,  engaging  his 
painter  friends  in  long  discussions,  surrounded 
by  his  multiplying  family:  the  Russells  had 
twelve  children,  of  whom  six  survived,  mostly 
to  distinguish  themselves  as  musicians,  and  were 
brought  up  in  what  nowadays  we  should  recog- 
nise as  a  'permissive'  atmosphere.  It  must  have 
seemed  a  long  way  from  Sydney. 

Russell  did  go  back.  The  man  who,  as  Miss 
Salter  puts  it,  had  worked  with  Monet,  instructed 
Matisse,  been  a  close  friend  of  Rodin  and  Van 
Gogh,  returned  to  a  land  that  was  'at  least  un- 
impressed, at  worst  frankly  hostile'.  His  arrival 
went  unnoticed.  His  family,  heirs  of  the  Russell 
iron  empire,  could  not  forgive  him  for  coming 
home  poor.  In  the  end,  his  career  was  a  mess :  large- 
ly through  his  long,  self-imposed  exile,  his  years 
of  lotus-eating,  his  refusal  to  compete  for  a  reput- 
ation in  the  brilliant  company  that  surrounded  him 
in  France.  Philistinism  and  resentment  in  Australia 
ensured  that  his  last  years  were  a  miserable  anti- 
climax. It  makes  a  colourful  and  piquant  story, 
and  Miss  Salter  tells  it  with  sympathy  and  verve. 
It  is  a  pity  her  publishers  have  not  included  more 
illustrations  of  his  work,  which  remains,  in  spite 
of  its  many  qualities,  almost  unknown  in  Europe. 

Denis  Thomas 


Johannes  Vermeer. 
A  gentleman  and  a  young  woman 
with  a  wineglass. 
Dahlein  Museum,  Berlin. 
From  'Vermeer'  by  Christopher  Wright 
published  by  Orcsko  Books,  London. 
£3.95  paperback;  ^6.95  hardback. 

This  is  the  first  in  a  new  series  of  monographs 
which  aim  to  give  the  reader  an  informative  and 
intelligent  introduction  to  the  work  of  a  parti- 
cular European  artist.  Christopher  Wright  has 
written  a  concise,  chronological  account  of  all 
Vermeer's  known  paintings,  with  comments  on 
their  style  and  quality.  Each  picture  is  clearly 
illustrated  in  black  and  white  and  the  colour 
plates  are  excellent.  The  useful  notes  at  the  back 
consist  of  a  biography',  a  history  of  Vermeer's 
pictures  and  his  reputation,  a  bibliography  and 
concordance,  and  an  index  of  collections  with 
Vermeer's  work.  Two  other  books  in  the  series 
to  be  published  this  month  are  on  Fragonard  and 
Caldecott. 


Treasures  of  Eton 

Edited  by  James  McConnell 
180  pages,  139  illustrations 
and  32  colour  plates 
London:  chatto  and  windus 
£8.50 

Any  foundation  endowed  as  long  ago  as  1440 
must  intrinsically  be  bound  up  with  the  history  of 
men  and  their  works.  Eton,  established  by  Henry 
vi,  had  a  rich  start  with  the  gift  of  lands  taken 
from  the  'alien  priories',  those  owned  by  foreign 
orders  who  lost  them  to  England  as  the  result  of 
the  Hundred  Years  War.  Eton's  riches  are  there- 
fore part  of  their  own  heritage,  but  they  have 


been  much  increased  by  the  generous  gifts  of  in- 
numerable benefactors  from  the  fifteenth  century 
to  the  present  day,  and  in  'Treasures  of  Eton'  six 
distinguished  contributors  have  produced  a 
fascinating  tribute  to  them.  Pictures  -  some  of 
them  the  work  of  College  drawing  masters  who 
gained  world  renown  -  manuscripts,  rare  books, 
silver,  sculpture,  furniture,  tapestries,  stained 
glass,  the  organs  and,  what  may  come  as  a  sur- 
prise to  some,  a  whole  museum  of  Near  Eastern 
antiquities,  not  excepting  the  whole  fabric  of  the 
College  itself,  are  written  about  with  scholarship 
and  affection. 

The  format  of  the  book  is  attractive,  with  wide 
margins  and  large  clear  type,  and  there  is  a  full 
bibliography  and  a  detailed  index.  There  are  no 
fewer  than  forty-two  colour  illustrations,  but 
grouped  in  eights  for  economy  they  tend  to 
break  into  chapters  illogically,  and  even  on  two 
occasions  interrupt  a  monochrome  picture  at  one 
end  and  its  caption  at  the  other.  And  here  is  the 
only  really  disappointing  feature  of  the  book:  the 
black-and-white  illustrations,  of  which  there  are 
a  generous  number.  Some  are  adequate  enough, 
though  the  lithographic  reproductions  rob  them 
of  detail;  but  others  are  based  on  rather  poor 
photographs  -  the  grouped  illustrations  of  book- 
bindings and  of  the  silver  are  amateur  in  arrange- 
ment and  give  little  or  no  impression  of  their  real 
richness,  and  in  many  instances  the  captions  are 
badly  placed. 

Nonetheless,  'Treasures  of  Eton'  is  a  sym- 
pathetic and  interesting  insight  into  the  fun  and 
foibles,  the  great  men  and  the  legends,  and  the 
long  tradition  of  scholarship  that  have  helped  to 
bring  so  many  riches  to  the  College.  One 
wonders  if  any  modern  schools  with  their  clinical 
halls  and  practical  classrooms  could  ever  hope  to 
offer  so  great  an  advantage  in  education  for  living 
as  the  young  men  have  enjoyed  for  more  than 
five  centuries  in  the  'Kynge's  College  of  Our 
Ladye  of  Eton  besyde  Windesore'. 

Judith  Banister 
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A  History  of  Building  Types 

By  Nikolais  Pevstier 

352  pages,  744  illustrations 

London:  Thames  and  Hudson 

£16.00 

When  some  years  ago  I  was  lecturing  in  Tokyo,  I 
went  of  course  to  the  Museum  of  Western  Art. 
I  found  myself  in  perhaps  the  most  disagreeable 
museum  building  that  I  have  yet  encountered. 
Continually,  as  I  moved  about,  I  was  being  'hit  in 
the  face',  as  it  were,  by  hunks  of  concrete  pro- 
truding where  one  least  wanted  to  find  them. 
Even  London's  Hayward  Gallery  seemed  almost 
tolerable  by  comparison.  Only  afterwards  did  I 
discover  that  the  architect  was  Le  Corbusier.  Sir 
Nikolaus  refers  to  its  'serious  functional  short- 
comings', and  rightly  describes  Frank  Lloyd 
Wright's  Guggenheim  in  New  York,  also  built 
in  the  late  'fifties,  as  'about  everything  a  museum 
should  not  be'.  How  frustrating  it  is  that,  parti- 
cularly in  relation  to  two  of  the  most  creative 
architects  of  the  twentieth  century,  he  should 
have  to  write  of 'the  brutalism  which  in  so  many 
chapters  of  this  book  marks  what  is  up-to-date'. 
The  Guggenheim,  it  is  true,  was  not  really 
characteristic  of  Wright.  But  in  not  a  single  one 
of  the  many  types  of  building  discussed  here  can 
it  be  said  that  our  own  time  has  contributed  the 
finest,  the  noblest  or  the  best. 

On  this  depressing  note  (it  would  take  far  too 
long  to  suggest  the  reasons  why)  I  -  perhaps  (to 
quote  his  concluding  words)  a  'naive  beholder' 
but  I  hope  an  'unbiased  critic'  -  lay  down  a  book 
which,  it  can  be  predicted  with  certainty,  will  be 
the  indispensable  point  de  depart  for  many  more 
studies  of  particular  types  in  the  future.  For  this  is 
the  first  time  that  a  comprehensive  history  of 
architecture  has  been  written  in  English  from  the 
point  of  view  of  function  rather  than  of  style.  Of 
course  there  is  a  great  deal  about  styles  too,  and 
about  materials,  but  with  buildings  use  must 
always  be  the  prime  factor.  With  the  steep  rise  in 
population  during  the  nineteenth  century  build- 
ings became  ever  more  diversified:  a  recurrent 
theme.  Not  just  a  general  hospital  but  an  eye 
hospital,  a  chest  hospital,  a  children's  hospital. 
Not  just  one  museum  but  many  kinds  of  mus- 
eum. Separate  exchanges  now  for  coal,  for  com, 
for  wool.  Every  requirement  was  different:  each 
became  a  specific  type.  Quite  new  needs  arose 
too:  for  railway  stations,  department  stores,  air 
terminals,  motels.  In  some  degree  this  book  is 
also  a  social  history,  with  many  horrifying  details 
in  the  chapters  on  hospitals,  prisons  and  factories. 

It  would  be  tempting  to  say  that  Sir  Nikolaus, 
having  polished  off  the  'Buildings  of  England', 
has  now  taken  on  the  Buildings  of  the  World. 
Tempting,  but  not  accurate:  for  although  vast 
numbers  of  buildings  are  encompassed  -  too 
many,  at  some  points,  for  comfortable  reading  - 
almost  all  of  them  are  either  in  Europe  or  North 
America.  Melbourne,  Calcutta,  Bombay:  all 
these  have  buildings  which  surely  qualify  for 
inclusion,  but  they  do  not  appear. 

Nonetheless  the  book  is  a  big  one,  with  seven 
hundred  and  forty-four  illustrations  and  a  corpus 
of  notes  and  bibliographical  references  which  is  a 
prodigy  of  scholarship:  the  br  ad'h  of  reading,  in 
several  languages,  is  indeed  positively  awesome. 
(There  is  also,  as  always  with  Pevsner,  extreme 
scrupulousness  in  acknowledging  help  received 
from  others).  Yet,  inevitably,  there  are  still,  as  he 
admits,  major  omissions:  among  them  churches 
(on  which  the  books  arc  already  legion),  houses 


and  blocks  of  flats  (needing  a  volume  to  them- 
selves), schools  and  university  buildings,  concert 
halls,  barracks,  observatories.  Palaces,  too,  only 
get  a  cursory  mention  in  the  introduction. 

That  still  leaves  national  monuments  and 
memorials,  government  buildings,  town  halls  and 
law  courts,  theatres,  libraries  and  museums, 
hospitals  and  prisons,  hotels,  exchanges  and  banks, 
warehouses  and  office  blocks,  railway  stations, 
market  and  exhibition  halls,  shpps,  stores  and 
factories:  a  formidable  list. 

The  aesthetic  appeal  of  the  chapters  varies  con- 
siderably. A  personal  preference  would  be  for  the 
one  on  libraries,  in  which  the  charm  of  theGothic, 
the  splendour  of  the  Classical  and,  on  the  con- 
tinent, the  brilliant  inventiveness  of  the  Baroque 
and  Rococo  libraries  constitute  a  procession  of 
delights,  (though  it  is  a  pity  to  find  no  illustration 
of 'the  most  monumental  English  library',  that  of 
The  Queen's  College,  Oxford).  In  the  nineteenth 
century  the  books  became  too  numerous  for  the 
walls,  and  separate  book  stacks  had  to  be  con- 
trived elsewhere :  this  was  the  epoch  of  the  great 
reading  rooms,  some,  like  the  British  Museum 
and  the  Bibliotheque  Nationale,  with  domes  of 
iron  and  glass.  It  is  sad  that  this  chapter  has  to  end, 
not  with  the  elegant  Rare  Book  Library  at  Yale 
University  by  Gordon  Bunshaft  which  hangs 
pendant  to  the  one  at  Marburg,  but  with  two 
hideous  concrete  examples  from  Massachusetts, 
one  by,  of  all  people,  Philip  Johnson. 

Iron  and  glass,  steel  and  reinforced  concrete 
are  much  the  most  prominent  materials  to  be 
discussed.  Iron  was  first  prized  for  its  ability  to 
resist  fire:  with  this  intention  the  Theatre 
Francais  was  given  an  iron  roof  (the  first)  as  early 
as  1786.  But  in  buildings  with  architectural  pre- 
tensions the  iron  skeletons  were  long  masked 
behind  stone  or  brick.  Today  we  may  be  happy 
to  find  the  iron  structure  exposed,  as  in  some  of 
the  great  station  train-sheds,  market  halls  and 
conservatories  of  the  nineteenth  century.  I 
imagine  that  no  one  now  doubts  that  iron,  and 
still  more  steel,  can  be  perfectly  satisfying  artistic- 
ally. But  acceptance  came  slowly.  In  1849 
Gottfried  Semper  could  only  tolerate  iron 
aesthetically  for  railway  stations.  Forty  years 
later  Maupassant,  Dumas,  Sardou  and  others 
were  terming  the  Eiffel  Tower  'a  disgrace  to 
Paris  .  .  .  hideous  beyond  repair'.  Only  perhaps 
the  Crystal  Palace,  the  world's  first  pre-fabricated 
structure  -  for  which,  we  learn,  Paxton  used 
293,635  glass  panels  -  won  universal  praise  from 
the  outset. 

Reinforced  concrete,  the  material  par  excellence 
of  the  twentieth  century  and  a  marvellous  one 
structurally,  is  artistically  another  matter  alto- 
gether. In  the  hands  of  a  Pier  Luigi  Nervi  it  can 
delight  us,  and  few  could  fail  to  respond  to  the 
leaping  arches  of  a  Maillart  or  the  soaring  para- 
bolas of  more  recent  engineer-architects.  Yet  it 
cannot  be  denied  that  concrete,  the  material  of 
the  new  Brutalism,  already  has  a  great  deal  to 
answer  for.  With  surfaces  which  do  not  weather 
but  just  become  stained  and  dirty,  and  then,  all 
too  often,  crack  and  crumble,  there  can  in  my 
view  be  little  doubt  that  this  is  the  slum  material 
of  the  future:  indeed,  in  some  places  already  of 
the  present.  Many  of  Sir  Nikolaus's  types  cul- 
minate in  bulky  or  towering  structures  of  rein- 
forced concrete,  'the  aggressive  denial  of  perfec- 
tion, because  perfection  is  denounced  as  dull  and 
impersonal'.  Will  not  history  judge  the  so- 
called  International  Modern  architecture,  aiming 
at    'maximum    performance    with  minimum 


material',  as  worthier?  Cool  these  buildings  may 
be,  unassertive  and  unrhetorical  certainly,  but 
bold,  lucid  and  sometimes  even  elegant.  Gropius, 
Mendelsohn,  Mies,  Eero  Saarinen,  Bunshaft, 
Arne  Jacobsen  -  these  are  some  of  the  architects 
of  the  present  century  whom,  it  is  not  difficult  to 
discern,  Sir  Nikolaus  esteems  most  highly;  they 
may  at  the  moment  be  branded  as  rctardataire,  but 
their  best  works  are  probably  secure  in  the 
world's  acclaim. 

This  book  abounds  in  rewarding  tit-bits. 
Which  was  the  first  factory  to  be  lit  by  gas? 
When  was  plate-glass  first  used  for  shop  fronts? 
Where  and  when  was  the  first  lift?  The  first 
escalator?  And  where  on  the  London  Under- 
ground? Which  was  the  first  building  to  be  air- 
conditioned?  Elsewhere  we  are  given  a  potted 
history  (stopping  short,  however,  of  the  Roths- 
childs) of  merchant  bankers  as  leading  patrons  of 
the  arts.  But  there  is  no  time  for  fine  writing. 
Sometimes,  in  fact,  one  detects  a  touch  of  breath- 
lessness.  'So  to  the  twentieth  century  to  end  with'. 
'One  postscript  and  this  chapter  can  be  closed'. 
Regarding  the  meticulous  presentation  of  factual 
information  I  have  only  one  criticism.  Frequently 
it  is  not  stated  whether  the  examples  described 
and  illustrated  still  survive  or  not.  To  cite  just 
one  instance :  no  hint  is  given  that  the  'regal'  old 
station  at  Newmarket,  illustrated  by  a  photo- 
graph which  is,  alas,  sadly  out  of  date,  is  now 
falling  to  bits. 

Alec  Clifton-Taylor 
Kurfurst  Max  Emanuel 

Bayeni  und  Europa  urn  1700 

Band  I.  Zur  Geschichte  und  Kunstgeschichte 

der  Max-Emanuel-Zeit 

Herausgegeben  von  Hubert  Glaser 

485  pages,  illustrations,  6  colour  plates 

Band  u.  Katalog  der  Ausstellung  im  Alten 

und  Neuen  Schloss  Schleissheim 

(2juIy-3  October  1976) 

421  pages,  illustrations,  30  colour  plates 

Munich:  hirmer  verlag, 

dm.  60,- 

This  must  be  the  last  word  in  exhibition  cata- 
logues; two  bulky  volumes,  totalling  nearly  nine 
hundred  pages,  present  the  subject  of  the  exhibi- 
tion and  its  contents  in  a  format  which 
is  straight-forward,  highly  informative  and 
exceptionally  well  illustrated.  I  have  never  seen 
anything  to  rival  this,  in  its  quality  and  massive 
deployment  of  historical  scholarship.  The  first 
volume  is  virtually  a  study  of  the  Elector  Max 
Emanuel,  as  a  patron  of  the  arts,  as  a  statesman,  as 
a  leader  in  battle  and  as  the  prime  mover  in  the 
astonishing  fioraison  of  Bavarian  culture  at  the 
turn  of  the  eighteenth  century.  The  Elector's 
baleful  eye  and  vast  hooked  nose  stare  out  from 
page  after  page  of  this  sumptuous  book,  incarnat- 
ing the  Baroque  grandeur  of  so  absolute  a  Prince. 
The  second  volume  lists,  and  in  most  cases,  illus- 
trates the  enormous  range  of  objects,  paintings, 
furnishings  and  weapons  displayed  in  the  exhibi- 
tion, and  brought  together  from  nearly  two 
hundred  sources  and  collections.  This  must  re- 
main a  seminal  document  in  the  study  of 
Bavaria's  ambiguous  role  in  European  art  and 
politics,  and  a  prime  source  for  any  study  of 
princes  and  patronage  in  the  age  of  absolutism. 

William  Allan 
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America 

Joseph  T.  Butler 


JOHANNLISS 

Earlier  this  year,  The  Cleveland  Museum  of  Art 
(Ohio),  held  the  first  international  loan  exhibi- 
tion to  survey  the  work  ofjohann  Liss,  an  influen- 
tial, but  little  studied  German  Baroque  painter 
who  died  in  mid-career  in  the  early  seventeenth 
century.  Liss,  born  in  Holstein,  Germany,  around 
1597,  studied  and  worked  in  the  Netherlands  and 
Rome  before  settling  in  Venice  around  1625. 
Absorbing  influences  from  Dutch,  German, 
Flemish,  and  Italian  sources,  he  developed  a 
highly  individual  style  which  in  its  maturity  an- 
ticipated eighteenth-century  Rococo  art  and 
greatly  influenced  artists  of  his  own  time  and  the 
following  generation.  His  promising  career  ended 
abruptly  with  his  death  in  the  plague  which 
ravaged  Venice  in  1629. 

Although  Liss's  works  were  widely  admired  in 
the  seventeenth  and  eighteenth  centuries,  by  the 
nineteenth  century  they  were  hardly  known, 
partly  because  of  a  change  in  taste,  but  also  be- 
cause they  had  become  confused  with  the  works 
of  other  artists.  Liss  was  rediscovered  only  about 
sixty  years  ago,  when  there  was  a  revival  of 
interest  in  Baroque  art.  At  the  same  time, 
museums  began  to  collect  some  works  by  Liss 


1.  Johann  Liss. 
The  Fall  of  Phaeton, 
Denis  Mahon,  London. 


which  had  been  held  in  private  collections,  and 
which,  in  some  cases,  had  been  attributed  erron- 
eously to  other  artists.  The  discovery  in  recent 
decades  of  several  previously  unknown  works  by 
Liss  has  generated  new  inquiries  into  his  artistic 
development.  The  results  of  this  latest  research 
are  presented  for  the  first  time  in  this  exhibition. 

The  Cleveland  Museum  of  Art  organised  the 
show  in  conjunction  with  the  Stadtische  Kunst- 
sammlungcn  in  Augsburg,  Germany,  and  it  was 
supported  by  a  grant  from  the  National  Endow- 
ment for  the  Arts.  It  opened  in  Europe  last  sum- 
mer in  Augsburg  before  coming  to  Cleveland. 
Almost  all  of  Liss's  known  works  were  on  view  - 
approximately  forty  paintings  and  fifteen  prints 
and  drawings  loaned  from  museums  and  private 
collections  in  Europe  and  America.  Also  in  the 
exhibition  were  prints  and  drawings  by  artists 
who  copied  works  by  Liss,  including  some  now 
lost. 

The  exhibition  traced  the  extraordinary  evolu- 
tion of  Liss's  style  during  a  career  that  lasted  no 
more  than  fifteen  years.  His  early  paintings,  such 
as  The  Gallant  Couple  and  the  Peasant  Brawl,  exe- 
cuted in  Haarlem  and  Amsterdam,  emulate  the 
themes  of  Dutch  and  German  artists.  In  Antwerp, 
where  he  was  exposed  to  the  style  of  Rubens  and 
Jacob  Jordaens,  he  produced  his  first  important 
painting  of  an  entirely  individual  character,  the 
large  half-length  figure  compositions,  Satyr  and 
Peasant.  The  works  of  his  Roman  years,  parti- 
cularly the  large  and  provocative  Banquet  of 
Soldiers  and  Courtesans,  exemplify  the  new  realism 
propagated  by  Caravaggio  and  his  followers. 
Works  of  a  completely  different  character  - 
mythological  paintings  depicting  nudes  in  land- 
scape settings  -  show  contacts  with  Adam 
Elsheimer  and  the  circle  of  Annibale  Carracci. 
Among  this  group  are  the  Fall  of  Phaeton,  dis- 
covered just  thirty  years  ago,  and  the  Toilet  of 
Venus  (illustrated  on  the  exhibition  poster),  whose 
light  colour  scheme  foreshadows  Liss's  mature 
Venetian  works. 

In  Venice,  inspired  by  the  works  of  Titian, 
Tintoretto,  and  Domenico  Fetti,  Liss  developed  a 
highly  original  style  which  went  far  beyond  that 
of  his  contemporaries.  The  late  paintings  of  this 
period,  the  Ecstasy  of  St.  Paul  and  the  Vision  of  St. 
ferome,  exhibit  a  loose  brushwork  and  luminosity 
and  delicacy  of  colour  which  anticipate  Rococo 
painting  by  nearly  a  century.  To  meet  the  de- 
mands of  collectors,  Liss  repeated  some  of  his 
paintings  several  times,  often  with  remarkable 
exactness.  In  the  exhibition  viewers  had  an  oppor- 
tunity to  study  multiple  versions  of  the  artist's 
paintings  side  by  side. 

All  of  the  known  works  by  Liss,  including 
several  paintings  that  proved  too  difficult  to  bor- 
row for  the  exhibition,  are  illustrated  in  a  scholar- 
ly catalogue  published  in  both  German  and 
English  editions.  Dr.  RudigerKlessmann,  Director 
of  the  Herzog  Anton  Ulrich-Museum  in 
Braunschweig,  Germany,  contributes  an  essay  on 
Liss's  early  years  in  the  Netherlands  and  Rome; 
Ann  Tzeutschler  Lurie,  Associate  Curator  of 
Paintings  at  the  Cleveland  Museum,  describes  the 
artist's  years  in  Venice;  Louise  S.  Richards, 
Curator  of  Prints  and  Drawings  at  the  Cleveland 
Museum,  provides  comments  on  the  graphic- 
works ;  and  Dr.  Bruno  Bushart,  Director  of  the 
Augsburg  Stadtische  Kunstsammlungcn,  ex- 
amines Liss's  ties  to  German  art.  Rolf  Biedermann 
in  charge  of  prints  and  drawings  at  the  Augsburg 
museum,  organised  the  study  section  for  both  the 
exhibition  and  the  catalogue. 


ACQUISITION  OF  MAJOR 
RUBENS  PAINTING  BY 
KIMBELL  ART  MUSEUM 

The  Kimbell  Art  Museum  in  Fort  Worth  (Texas) 
has  announced  the  acquisition  of  a  major  painting 
by  the  Flemish  master,  Peter  Paul  Rubens.  It  is 
The  Duke  of  Buckingham,  an  equestrian  portrait 
painted  in  1625.  The  painting,  done  on  a  panel 
seventeen  and  a  half  by  nineteen  and  a  half 
inches,  has  been  considered  lost  for  nearly  three 
hundred  years  and  is  unrecorded  in  major  books 
about  Rubens.  It  shows  the  Duke  of  Buckingham 
(1 599-1628)  at  the  height  of  his  fame,  soon  after 
his  appointment  as  commander  of  all  English 
army  and  navy  forces.  The  Duke  was  also  a  dis- 
criminating collector  of  art  who  had  one  of  the 
best  collections  in  England.  He  met  the  already- 
famous  artist  when  both  were  in  Paris  in  May  of 
1625  and  commissioned  Rubens  to  paint  two 
large  canvases  for  his  York  House  residence,  then 
the  most  magnificent  private  palace  in  London. 
The  Kimbell  acquisition  is  a  study  for  the  large 
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2.  Peter  Paul  Rubens. 
The  Duke  of  Buckingham, 
1625,  oil  on  panel.  Kimbell  Art  Museum. 


life-size  painting  of  Buckingham  which  was  des- 
troyed by  fire  in  1949.  Rubens  was  paid  five 
hundred  pounds  for  the  portrait,  a  very  high 
price  at  that  time.  The  second  large  commis- 
sioned work,  destroyed  in  the  same  fire,  is  known 
today  from  a  comparable  study,  now  in  the 
National  Gallery,  London.  Handsome,  charming 
and  arrogant,  the  Duke  came  to  great  promin- 
ence as  the  royal  favourite  of  both  King  James  1 
and  Charles  1.  His  personality  is  perhaps  best 
remembered  today  as  a  major  character  in  The 
Three  Musketeers  by  Alexander  Dumas. 

The  dazzling  figure  of  the  Duke  astride  his 
horse  dominated  the  Rubens  portrait,  enriched 
with  allegorical  references  to  Buckingham's 
achievements.  At  the  left,  the  sailing  ships, 
Neptune  and  sea  nymph  reflect  his  recent  naval 
appointment,  and  the  trumpet-bearing  figure  in 
the  upper  right  represents  Fame.  The  Duke  wears 
polished  grey  armour  with  gleaming  highlights 
and  gold  edging,  red  leggings,  a  pale  blue  garter 
sash  and  stiff  lace  collar,  with  a  gold-fringed  red 
cloak  billowing  from  his  shoulders. 

Rubens  created  compositions  such  as  this  study 
directly  in  oils,  and  these  works  are  highly  prized 
for  their  freshness  and  brilliance  of  colour.  They 
were  created  entirely  by  his  own  hand,  while  the 
large  versions  were  often  completed  with  the  aid 
of  studio  assistants.  The  rich  colour,  delicate 
detail  and  fine  physical  condition  of  this  panel 
reveal  Rubens  as  a  superb  draftsman  and  a  master 
of  composition. 
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CURRENT  EXHIBITIONS 
SPONSORED  BY  THE 
INTERNATIONAL  EXHIBITIONS 
FOUNDATION 

"  The  International  Exhibitions  Foundation 
■  (W ashington,  dc)  has  been  very  active  in  staging 
and  circulating  exhibitions  for  a  number  of  years. 
Two  shows  currently  touring  in  this  country  are 
very  worthy  of  mention.  The  first  of  these  is  of 
contemporary  Spanish  paintings  and  was  selec- 
ted by  James  Johnson  Sweeney,  former  Director 
of  the  Museum  of  Modern  Art,  New  York, 
and  the  Solomon  R.  Guggenheim  Museum, 
New  York.  It  is  composed  of  sixty-five  paint- 
ings, which  have  been  loaned  by  the  artists 
themselves,  their  galleries  in  Madrid,  Barcelona, 
and  Paris,  and  by  private  collectors  in  Madrid 
and  Paris.  Each  of  the  exhibition's  twenty-four 
artists  is  represented  by  at  least  two  paintings. 

Two  major  exhibitions  of  contemporary 
Spanish  painting  were  seen  in  New  York  in  i960 
when  the  Museum  of  Modern  Art  and  the 
Solomon  R.  Guggenheim  Museum  installed 
respectively  'New  Spanish  Painting  and  Sculp- 
ture' and  'Before  Picasso,  After  Miro'.  Spanish 
artists  also  exhibited  in  their  country's  pavillion 
in  the  New  York  World's  Fair  in  1964.  Since 
then,  notwithstanding  many  one-man  shows  in 
commercial  galleries,  the  American  public  has  had 
scant  opportunity  to  see  recent  Spanish  painting. 
All  the  works  in  the  present  exhibition  date  from 
after  1963,  and  the  vast  majority  were  made  in 
the  1970s. 

Contemporary  Spanish  painting  has  its  roots  in 
postwar  Paris,  which  attracted  many  painters  who 
were  discouraged  by  conditions  in  Spain  after  the 
Civil  War.  These  artists  returned  home  with  ideas 
current  in  Europe  and  the  United  States,  and 
within  a  remarkably  short  time  they  established 
art  centres  and  movements  so  vital  that  today 
Spain  is  one  of  the  world's  major  art  forces. 

Antoni  Tapies  represents  one  of  the  important 
early  groups  of  Spanish  artists,  the  Dan  Al  Set, 
which  first  worked  in  the  Surrealist  manner  of 
Miro,  although  it  soon  turned  to  the  non-figura- 
tive style  widely  applauded  at  the  1955  Spanish- 
American  Biennial  in  Barcelona.  In  1957,  another 
group  of  abstract  artists  formed  the  El  Paso  group, 
here  represented  by  Rafael  Canogar,  Luis  Feito, 
Juana  Frances,  Manuel  Rivera,  and  Antonio 
Saura.  In  1958,  a  Spanish  artist,  Eduardo  Chillida, 
who  has  two  works  in  the  present  show,  won  the 
Grand  Prize  at  the  Venice  Biennial,  i960  marked 
United  States  acknowledgement  of  Spanish  art 
with  two  large  shows  in  New  York's  most  im- 
portant museums  of  contemporary  art;  Francisco 
Farreras,  Juan  Hernandez-Pijuan,  Antonio  Suarez, 
and  Manuel  Viola  are  among  the  artists  repre- 
sented in  these  shows  and  the  present  exhibition. 
Another  landmark  in  the  recent  development  of 
Spanish  art  was  the  inception  in  1963  of  the 
Museum  of  Spanish  Abstract  Art  in  the  famous 
Hanging  Houses  at  Cuenca.  The  present  exhibi- 
tion includes  works  by  the  museum's  founder 
Fernando  Zobel,  and  his  early  collaborators, 
Gerardo  Rueda,  Eusebio  Sempere,  and  Gustavo 
Tomer.  In  1964,  the  Galcria  Juana  Mordo,  one  of 
several  prominent  galleries  dedicated  to  con- 
temporary Spanish  art,  opened  in  Madrid;  this 
gallery  has  represented  nt.:V  artists  found  in  the 
present  exhibition,  including  Jose  Caballero, 
Manuel  Mompo,  Lucio  Munoz,  and  Pablo 
Palazuelo.  Works  by  Jose  Guerro,  Salvador 
Soria,  and  Joan-Pere  Viladecans  may  a'so  be  seen, 


as  can  three  canvases  in  a  new  style  by  Joan 
Miro.  An  illustrated  catalogue  with  a  text  by 
Mr.  Sweeney  accompanies  the  exhibition. 

The  other  exhibition,  'Marc  Chagall  -  Work 
on  Paper',  contains  one-hundred  watercolours, 
gouaches,  and  pastels,  some  with  india  ink, 
selected  by  Jean  Leymarie,  Director  of  the  Ecole 
du  Louvre,  Paris,  and  a  close  friend  of  Chagall. 
Twenty-three  works  in  the  show  come  from  the 
collection  of  the  artist  and  his  wife;  other  pieces 
have  been  loaned  by  the  artist's  daughter,  the 
Tate  Gallery,  London,  Musee  National  d'Art 
Moderne,  Paris,  Museum  of  Modem  Art,  New 
York,  The  Art  Institute  of  Chicago,  Phillips 
Collection,  Washington  DC,  and  numerous  pri- 
vate collections,  here  and  abroad. 


3.  Marc  Chagall. 
La  Neigc,  191 1,  gouache. 
Helen  Serger  la  boetie,  Inc. 


Chagall's  first  exhibition  in  the  United  States 
was  the  1926  retrospective  at  the  Rcinhardt  Gal- 
leries in  New  York.  By  this  year  the  artist  was 
already  quite  well-known;  his  first  one-man 
show  had  taken  place  twelve  years  earlier  at  the 
Sturm  Gallery  in  Berlin.  Subsequent  to  the 
Rcinhardt  show,  a  number  of  others  in  America 
followed,  in  New  York,  Chicago,  and  San 
Francisco;  regular  exhibitions  began  at  the  Pierre 
Matisse  Gallery,  New  York,  in  1941  and  con- 
tinue to  the  present.  Chagall  lived  in  New  York 
during  and  after  the  German  occupation  of 
France.  It  was  during  this  peiod  that  he  first 
designed  sets  and  costumes  for  the  Metropolitan 
Opera.  In  1946  the  Museum  of  Modem  Art,  New 
York,  and  The  Art  Institute  of  Chicago  installed 
a  major  exhibition  of  his  work.  Chagall  returned 
permanently  to  France  in  1948  and  settled  ulti- 
mately in  Venice.  He  has  since  often  visited  the 
United  States  where  he  has  overseen  the  instal- 
lation of  his  mosaics,  lectured,  accepted  honorary 
degrees,  and  designed  murals,  sets,  and  costumes 
for  Lincoln  Center,  New  York. 

About  one-fifth  of  the  present  exhibition  con- 
sists of  early  works  from  1911-1914.  In  his  mid- 
twenties,  Chagall  left  his  native  Russia  and  lived 
during  these  years  in  Paris  in  the  famous  La 
Ruche  housing  for  young  artists.  Five  works  in 
the  exhibition  date  from  1914-1921,  the  years  of 
Chagall's  return  to  Russia.  The  remainder  of  the 
drawings  are  spread  over  the  subsequent  years,  up 
to  1966,  during  which  Chagall  has  lived  in  France 
but  for  the  period  in  New  York  during  the 
Second  World  War. 

Chagall's  art  is  widely  beloved  for  its  joyful 
quality,  its  extraordinarily  rich  colour,  and  its 
charming  subjectivity.  Although  his  use  of  space, 
time,  and  form  is  most  unorthodox,  it  can  be  said 
to  be  as  rational  as  traditional  perspective  and  pro- 


portion inasmuch  as  it  reflects  the  world  of  drama  i 
and  emotions  rather  than  visual  reality.  Thus  i 
Chagall's  art  is  related  to  that  of  contemporary  | 
Surrealists,  although  it  remains  distinct  through 
its  marked  emphasis  on  love,  peace,  and  joy. 

His  concern  with  the  sub-conscious  lends  parti-  ' 
cular  interest  to  Chagall's  works  of  ait  on  paper. 
A  watercolour  or  gouache  passes  on  to  the  viewer  1 
all  the  spontaneity  of  the  original  idea  without 
the  intervention  of  painstaking  work  in  oil  or 
mosaic.  Many  of  the  sketches  in  the  present  exhi- 
bition  are  first  thoughts  for  major  paintings  and 
thus  provide  insight  into  the  artist's  working 
method.  Others  are  independent,  complete  art  ' 
works  in  their  own  right.  The  exhibition  con- 
tains all  the  images  for  which  Chagall  is  famous: 
Biblical  events,  lovers,  dreams,  circuses,  his 
hometown  in  Russia,  wondrous  animals,  musi- 
cians, and  flowers.  Chagall's  glowing  colours,  his 
mood  of  happiness,  and  his  joy  in  the  celebration 
of  beauty  are  also  in  evidence.  The  exhibition  is 
accompanied  by  an  illustrated  catalogue  with  an 
introduction  by  Jean  Leymarie. 

WORKS  BY  TOYOKUNI 
AND  HOKUSAI 

The  Worcester  Art  Museum  (Massachusetts) 
earlier  this  year  held  two  impressive  exhibitions 
of  Japanese  woodblock  prints.  One  of  these  pre- 
sented twenty  woodblock  prints  in  colour  by 
Utagawa  Toyokuni  1  (1769-1825)  selected  from 
Worcester's  famous  John  Chandler  Bancroft  Col- 
lection. Alice  Mundt,  Curator  of  Prints  and 
Drawings,  selected  the  exhibit  and  wrote  explana- 
tory labels.  At  the  time  of  Toyokuni  I,  increasing 
commercialisation  was  bringing  an  end  to  the 
great  period  of  the  ukiyo-e  print.  It  was  a  style  of 
art  inspired  by  life,  created  by  famous  artists  and 
reproduced  in  quantity  for  popular  sale.  The 
woodblock  prints  were  used  as  posters  or  bill- 
boards with  subjects  such  as  popular  actors  and 
the  theatre,  famous  beauties,  holidays,  travel,  or 
scenes  of  domestic  life.  Japan's  great  printmakers 
produced  ukiyo-c  prints  of  humour  and  vitality  in 
subject,  endless  variations  of  style,  and  a  sophisti- 
cated grace  and  elegance  in  design  and  colour. 

Several  of  the  prints  on  view  are  from 
Toyokuni's  most  distinguished  series,  'Pictures  of 
Actors  on  the  Stage',  published  in  1794,  in  which 
single  figures  of  great  simplicity  and  dignity  are 
portrayed.  Scenes  from  everyday  life  include 
playing  music  in  a  private  house,  relaxing  on  a 
platform  above  a  river  watching  trout  in  the 
water,  and  a  game  of  battledore  and  shuttlecock. 
An  inventive  circular  composition  is  a  mass  of 
swirling  curves  as  a  large  fish  swims  up  a  water- 
fall. Amusing  details  characterise  a  print  of 
shoppers  strolling  along  the  covered  arcade  of  a 
store  hung  with  placards  which  translate  to  mean 
'Great  Bargains'  and  'Summer  Wear  Greatly 
Reduced  Below  Ordinary  Prices',  a  scene  very 
like  life  today! 

The  other  show  contained  woodblock  prints 
in  colour  and  two  brush  drawings  by  one  of 
Japan's  greatest  printmakers,  Katsushika  Hokusai 
(1760-1849).  They  ranged  from  the  delicate  style 
of  an  early  print  of  lovers  under  a  cherry  tree, 
published  about  1790,  to  the  vigorous  composi- 
tion of  the  artist's  later  and  better  known  works. 
All  are  in  the  ukiyo-e  tradition,  concerned  with 
transient  scenes  of  daily  life,  and  the  exhibit 
represents  in  particular  the  artists'  interest  in 
Japan's  scenic  wonders  like  Mount  Fujiyama  and 
in  famous  poets  and  poetry . 
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4-  Utagawa  Toyokuni  i. 
The  actor  Ishikawa  Monnosuke  n 
as  Soga  no  Juro  Sukenari, 
woodblock  print  in  colours  on  paper. 
Worcester  Art  Museum, 
John  Chandler  Bancroft  Collection. 

DAUMIER  AT  LOS  ANGELES 
COUNTY  MUSEUM  OF  ART 

The  first  public  exhibition  of  selected  works  from 
'The  Armand  Hammer  Daumier  Collection, 
Collected  by  George  Longstreet'  can  be  seen 
through  October  31  at  the  Los  Angeles  County 
Museum  of  Art  (California).  The  collection, 
which  is  the  largest  private  collection  of  Daumier 
prints  in  the  world,  was  assembled  by  George 
Longstreet  of  Los  Angeles  over  a  period  of  forty- 
five  years  and  recently  acquired  by  Dr.  Hammer. 
The  exhibition  is  a  tribute  to  France's  greatest 
nineteenth-century  lithographer  and  caricaturist, 
Honore  Victorin  Daumier  (1 808-1 879).  Approxi- 
mately one  hundred  prints  ranging  in  date  from 
the  1830s  to  1 871  will  be  on  view,  including  many 
of  Daumier's  most  celebrated  social  and  political 
commentaries. 

In  his  own  time  Daumier's  paintings  and  sculp- 
tures were  largely  unappreciated  except  by  his 
fellow  artists.  However,  the  more  than  four 
thousand  lithographs  which  he  published  in  'La 
Caricature'  and  'Le  Charivari',  two  of  the  leading 
satirical  journals  of  nineteenth-century  Paris, 
found  wide  acclaim  in  his  day. 

'Daumier's  fame  lies  not  only  on  his  keen  ob- 
servations of  contemporary  events  in  France', 
says  the  Museum's  Senior  Curator  of  Prints  and 
Drawings,  Ebria  Feinblatt,  'but  equally  on  his 
compositional  innovations  and  vigorous,  vibrant 
draftsmanship.  His  artistry  prompted  renowned 
nineteenth-century  poet  and  critic,  Charles 
Baudelaire,  to  describe  him  as  "a  great  carica- 
turist .  .  .  who  draws  as  the  great  masters  draw!" 
Through  Dr.  Hammer's  generosity,  this  exhibi- 
tion affords  us  a  new  look  at  this  great  social 
historian  and  master  of  French  art'. 

Daumier  was  strongly  opposed  to  the  bour- 
geoisie-controlled rule  of  King  Louis  Philippe  of 
France  in  the  1830s,  and  many  of  his  most  con- 


troversial prints  of  this  period  arc  included  in  the 
exhibition.  Of  special  interest  is  an  extremely 
rare  impression  of  Gargantua  (183 1),  a  scatalogical 
satire  of  the  King  which  resulted  in  Daumier's 
imprisonment.  Also  on  view  will  be  En/once, 
Lafayette,  Ne  vous  y  frottez  pas,  Le  Ventre  Legislatif 
and  Rue  Transnonain,  four  large  prints  made  in 
1834  for  'L' Association  Mensuelle'.  A  journal 
published  by  Charles  Philipon,  publisher  of  'Le 
Charivari'  and  'La  Caricature',  L' Association 
Mensuelle  was  founded  to  raise  money  to  pay 
fines  imposed  on  Philipon  for  publishing 
Daumier's  and  other  artists'  strong,  politically- 
satirical  prints. 

In  1835,  stiff  censorship  laws  were  instituted 


and  Daumier  had  to  abandon  his  political  art 
until  1848.  During  this  period  he  concentrated  on 
social  satire  illustrating  the  life  and  aspirations  of 
France's  bourgeoisie.  Many  prints  from  this 
period  depicting  lawyers,  doctors,  liberated 
women,  the  theatre,  artists,  and  the  trials  and 
tribulations  of  daily  life  are  included  in  the  exhi- 
bition. Also  on  view  will  be  two  of  Daumier's 
most  important  sculptures,  'RatapoiP  (c.  1850) 
and  'Emigrants'  or  'Refugees'  (c.  1871). 

5.  Honore  Daumier. 
Gargantua,  1831,  lithograph. 
The  Armand  Hammer  Daumier  Collection, 
collected  by  George  Longstreet. 


A  PICTURE  OF  EARLY  TEXAS 

Early  immigrants  to  Texas  did  not  have  the  bene- 
fit of  moving  vans  or  the  mail  in  transporting 
their  possessions  to  their  new  homes  on  the 
frontier.  At  best  they  arrived  by  covered  wagon 
or  boat,  with  space  enough  for  only  their  most 
basic  belongings.  When  they  arrived  and  began 
to  build  houses,  they  had  to  build  furniture,  too, 
or  buy  it  from  a  local  cabinetmakers. 

'Texas  Furniture:  The  Cabinetmakers  and 
Their  Work,  1 840-1 880',  recently  published  by 
the  University  of  Texas  Press,  tells  the  story  of 
the  early  furniture  makers  and  the  pieces  they 
built.  It  describes  the  kinds  of  woods  and  tools 
they  used  and  how  various  pieces  of  furniture 
were  used  by  the  early  residents  of  the  state.  Some 
of  the  furniture  was  simple  and  some  elegant,  but 
each  piece  was  carefully  made  and  reflected  the 
personality  of  its  creator.  'Texas  Furniture'  in- 
cludes over  two  hundred  photographs  of  early 
examples  of  furniture,  along  with  background 
information  on  each  piece. 

The  authors  of  the  book,  who  spent  ten  years 
researching  the  project,  have  long  been  associated 
with  Texas  antiques.  Lonn  Taylor  is  director  of 
the  Winedale  Museum  of  the  University  of 
Texas,  which  has  a  large  collection  of  early  Texas 


furniture.  David  B.  Warren  is  curator  of  the 
Bayou  Bend  Collection  of  the  Houston  Museum 
of  Fine  Arts,  which  has  examples  of  early 
American  crafts  and  furniture,  including  some 
from  Texas. 

6.  Side  chair,  maker  unknown,  c.  1840. 
From  Taylor  and  Warren's  'Texas  Furniture'. 
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Retrospective  Exhibition  of  Cesar 

On  view  at  the  Boymans-van  Beuningen 
Museum  in  Rotterdam  until  7  November  are 
sculptures  covering  twenty-five  years  of  the 
working  life  of  Cesar  who  was  born  in  Marseilles 
in  1921:  wrought  iron,  works  of  crushed,  com- 
pressed or  expanded  metal,  displaying  a  sensitivity 
and  an  imagination  which  lends  unusual  dignity 
to  these  unpromising  materials. 


Tot  Lering  en  Vermaak 

Genre  painting  in  Holland 
15  Septembcr-6  December  1976 
Rijksmuseum,  Amsterdam 

This  exhibition  of  seventeenth-century  Dutch 
genre  paintings,  contrary  to  earlier  practice,  is  not 
a  show  of  old  master  paintings  of  superb  quality 
for  their  own  sake,  but  one  mainly  concerned 
with  iconographical  speculation,  and  one  that 
tries  to  present  these  paintings  as  close  as  possible 
to  their  original  intention.  The  title  'Tot  Lering 
en  Vermaak'  -  for  profit  and  pleasure  -  is  a  sum- 
mary of  what  may  well  have  been  the  purpose  of 
art  in  general,  and  as  the  profitable  aspect  suffered 
most  from  history  much  attention  is  given  to  the 
reconstruction  of  the  moral  implications  of  what 
at  first  may  seem  to  be  no  more  than  scenes  from 
everyday  life,  painted  in  a  pleasant  way. 

Some  seventy  paintings  of  the  type  that  has 
long  been  considered  as  rendering  more  or  less 
faithfully  the  Dutch  circumstances  in  the  golden 
age,  are  here  presented  as  the  Dutch  brand  of 
allegory  in  contemporary  disguise.  As  symbolic 
content  is  the  true  subject  of  the  exhibition, 
paintings  were  chosen  first  of  all  according  to 
topics  like  the  five  senses,  i'tucs  and  vices,  or 
moralities  of  love  and  death. 

No  exhibition  can  be  realise  best  expecta- 
tions: for  financial  reasons  loans  m  the  United 
States  were  virtually  impossible,  a.  -veral  im- 
portant requests  were  turned  down  ..  .  European 
collections.  Still  most  major  artists  in  the  field  are 
represented.  There  is  much  to  learn  once  more 
from  things  forgotten,  but,  notwithstanding  the 
prejudice  that  iconology  is  mainly  concerned 
with  bad  painting,  there  is  much  visual  enjoy- 


ment as  well.  Of  the  many  artists  shown,  from 
the  Haarlem  originators  of  the  genre-piece  to 
Frans  van  Mieris  and  the  early  Van  der  Werff, 
some  are  seen  at  their  best:  Gabriel  Metsu  with 
the  Dresden  Bird-seller,  the  Beit  Letter-reader  and 
the  Amsterdam  Sick  Child,  for  instance,  or  Gerard 
Dou  with  the  Rotterdam  Quack  and  the  Bruns- 
wick Astronomer. 

Many  visitors  will  probably  be  surprised  to 
learn  how  much  of  these  paintings  are  to  be 
understood  only  with  reference  to  proverbs, 
emblems  or  other  literary  parallels,  reference  that 
no  art-loving  contemporary  of  the  painters 
would  have  missed.  Although  much  material  of 
this  type  has  been  published  in  the  last  ten  or 
fifteen  years,  no  exhibition  so  far  has  been  con- 
cerned exclusively  with  the  presentation  of  these 
finds  to  a  larger  public.  This  project  has  been 
realised  by  the  Rijksmuseum  in  co-operation  with 
Professor  E.  De  Jongh  from  Utrecht  University, 
who  is  also  responsible  for  the  extensive  catalogue. 

It  will  be  interesting  to  see  the  necessary  change 
in  general  appreciation  of  a  picture  like  Jan 
Steen's  so-called  Brewery  from  the  Mauritshuis. 
It  is  one  of  the  many  cases  in  which  a  stringent 
morality  underlies  a  jolly  Dutch  scene.  The  com- 
pany amusing  itself  is  placed  behind  an  enormous 
curtain,  turning  the  brewery  into  a  stage,  and  the 
world  into  a  theatre.  The  boy  with  the  skull  that 
blows  bubbles  on  the  attic  above  the  crowded 
scene  is  an  evident  reminder  of  transient  pleasure, 
and  one  so  commonplace  that  it  is  hard  to  under- 
stand how  he  was  ever  overlooked.  Of  course  not 
all  genre  paintings  betray  themselves  so  quickly : 
anyone  can  see  what  is  not  everyday-reality  in  the 
Brewery,  whereas  Steen's  doctors  at  first  sight 
appear  to  be  correct.  A  little  history  of  costume, 
though,  proves  that  his  'doctors'  are  dressed  in  a 
manner  typical  for  quacks  in  seventeenth-century 
lore.  The  two  Steen  doctors  present  in  the  exhibi- 
tion, from  The  Hague  and  Rotterdam,  'cure' 
love-sick  girls,  pestered  by  plastercast  love-gods, 
in  rooms  adorned  with  'serious'  admonitions  as 
to  honest  behaviour  in  matters  of  sex. 

A  Nicolaes  Macs  Sleeping  Maid  from  the 
National  Gallery,  London,  looks  true  to  type,  but 
is  certainly  a  classical  sin  modernised.  This  girl 
can  be  linked  to  a  seventeenth-century  saying  that 
tells  the  maid  to  watch  the  pots  and  watch  the 
cat:  she  is  shown,  Acedia  herself,  exemplary  of 

Nicolaes  Maes. 
A  Sleeping  Maid,  signed  and  dated  1655, 
panel,  69  X  53  cm. 
Rijksmuseum,  Amsterdam.  National  Gallery,  London. 


idleness,  sleeping  amidst  pots  and  pans,  oblivious 
of  the  cat  stealing  the  meat.  Evidently  the  degree 
of  'reality'  varies  greatly  in  paintings  like  these^as 
does  the  seriousness  of  the  message.  The  many 
puns  on  sex,  with  birds  being  sold,  or  birds  flying 
off  and  on  in  free  variations  of  the  word  'vogelen' 
(literally  'to  bird',  that  is,  to  copulate)  are  hardly 
more  than  vicious  fun.  In  many  pictures  evidence 
is  too  small  to  amount  to  a  clearcut  meaning:  we 
only  know  that  paintings  of  this  type  are  most 
unlikely  to  be  I' art  pour  Vart.  The  Rijksmuseum 
exhibition  has  not  tried  to  cheat  on  this,  and 
shows  solved  puzzles,  sometimes  of  very  com- 
plex nature,  next  to  complete  riddles.  As  to  the 
legitimate  possibilities  of  interpretation  of  Dutch 
genre-painting  the  introduction  to  the  Amster- 
dam catalogue  has  a  few  reservations  to  make. 
The  moderate  opinion  that  is  expressed  in  this 
respect  should  be  taken  to  heart  by  all  those  that 
want  to  join  the  game  -  for  there  is  much  more  to 
be  done.  For  the  moment  one  can  hope  that  the 
Amsterdam  show  is  a  pleasant  surprise  for  both 
the  public  and  the  specialist,  in  both  quality  and 
content.  Peter  Hecht 

Amsterdam  Historical  Museum 

On  27  October  1975,  seven  hundred  years  to  the 
day  after  the  first  known  mention  of  Amsterdam 
in  a  document  -  a  privilege  granting  the  people  of 
'Amestelledamme'  freedom  from  toll  throughout 
the  county  of  Holland  -  the  city  ceremoniously 
inaugurated  its  newly  completed  Historical 
Museum.  More  than  a  decade  had  been  spent  in 
restoring  the  premises,  occupied  from  1414  to 
1578  by  the  Franciscan  convent  of  St.  Lucy  and 
from  1582  to  i960  by  the  Burgher  Orphanage. 
Every  effort  was  made  to  maintain  the  architec- 
tural integrity  of  the  complex,  although  the  needs 
of  modem  museum  work  and  display  necessitated 
major  interior  changes.  The  result  is  a  museum  of 
unique  charm  and  historicity,  an  urban  oasis  in 
the  heart  of  town,  just  off  the  ancient  cowpath, 
the  Kalverstraat. 

The  main  entrance,  at  the  back  of  a  small  fore- 
court between  two  shops,  is  a  splendid  Renais- 
sance gate,  dated  1581.  It  leads,  via  a  broad 
portico  fronting  the  museum  restaurant,  into  a 
courtyard  once  the  domain  of  the  orphan  boys, 
who  were  housed  in  a  handsome  building  now 
used  for  temporary  exhibitions.  The  east  wall  of 
the  yard  is  a  two-storey  open  gallery  with  one 
hundred  and  twenty  lockers,  in  which  the  lads 
stored  their  belongings.  Their  schoolrooms  (now 
the  museum  offices)  were  above  the  portico,  and 
they  received  training  in  carpentry  in  a  building 
to  the  rear,  formerly  the  convent  dairy  barn  (the 
nuns  kept  up  to  twenty  cows  and  made  their  own 
cheese).  The  barn's  loftiness  has  been  re-created  in 
the  restaurant,  to  accommodate  a  giant:  old 
Goliath  himself,  well  over  sixteen  feet  tall, 
with  a  head  that  can  turn  and  eyes  that  can 
roll.  Along  with  little  David  and  a  Philistine 
soldier,  he  was  carved  from  oak  about  the  middle 
of  the  seventeenth  century  and  lorded  it  over  an 
Amsterdam  amusement  park  until  1862. 

An  open  double  door  gives  access  to  the 
second  or  girls'  courtyard,  around  which  are 
grouped  the  buildings  of  the  museum  proper,  in 
pure  seventeenth-century  Dutch  neo-CIassic 
style.  Those  on  the  north,  west,  and  south  sides, 
built  in  1634-1635  to  replace  the  old  convent 
structures,  were  designed  by  Jacob  van  Campen, 
later  chief  architect  of  the  new  Town  Hall  (now 
the  Royal  Palace)  on  the  Dam.  The  east  wing  at 


that  time  was  a  richly  embellished  Renaissance 
building  erected  by  an  earlier  master,  Hendrick 
dc  Keyser,  c.  1596;  in  1745  it  was  'harmonised' 
away  by  the  present  building  in  van  Campcn's 
style.  The  girls'  courtyard  can  also  be  entered 
through  a  monumental  gate,  dated  1634*  leading 
from  St.  Luciensteeg,  or  through  the  Civic 
Guard  Gallery,  one  of  the  true  innovations  of  the 
restoration.  An  alleyway,  originally  a  little  canal, 
between  two  of  the  orphanage  buildings  has  been 
converted  into  a  glass-roofed,  stone-paved  public 
thoroughfare  hung  with  fourteen  outsize  seven- 
teenth-century masterpieces:  group  portraits" of 
marksmen  at  banquet  or  on  parade.  Several  of 
these  paintings  can  be  seen  to  better  advantage 
from  windows  inside  the  museum. 

To  proceed,  then,  inside.  A  veritable  yet 
rational  labyrinth  of  twenty  rooms  and  galleries 
surveys  the  history  of  Amsterdam  from  the 
beginning  in  the  latter  half  of  the  thirteenth 
century  up  through  World  War  n.  Contempor- 
ary objects,  paintings,  prints,  and  drawings  are 
augmented  by  photographs,  charts,  and  audio- 
visual material.  A  couple  of  introductory  rooms 
set  the  theme,  with  an  ingenious  lighted  map 
showing  the  growth  of  Amsterdam  in  area  and 
population. 

The  material  from  the  earliest  centuries  in- 
cludes four  oak  statues  from  the  old  Town  Hall, 
presumably  representing  lords  and  ladies  of 
Holland,  and  fragments  of  a  painting  depicting 
the  Miracle  of  Amsterdam  (a  holy  wafer  uncon- 
sumed  by  fire)  of  1345,  which  led  to  the  town's 
becoming  a  place  of  pilgrimage.  Pilgrim  insignia 
and  ancient  leather  shoes  are  among  the  finds 
made  during  recent  excavations.  A  special  exhibi- 
tion on  the  archaeology  of  the  city  centre  is  now 
being  held,  to  continue  until  24  October. 

By  far  the  richest  part  of  the  collection  de- 
rives from  the  golden  seventeenth  century,  when 
Amsterdam  was  a  world  power,  and  the  slight- 
ly tarnished  eighteenth,  when  her  fortunes 
declined  slowly  but  surely.  There  are  rooms 
devoted  to  the  great  period  of  maritime  explor- 
ation and  trade;  the  Dam,  undisputed  heart 
of  the  city;  the  municipal  rulers  -  hierarchies  of 
wealthy  merchant  families;  the  guilds;  the  ware- 
houses packed  with  goods  staple  and  exotic;  the 
churches,  chapels,  synagogues;  the  charitable 
institutions,  whose  regents  rivalled  the  civic 
guards  in  having  their  portraits  done;  the  theatre, 
music,  and  academies  of  learning;  and  repre- 
sentative works  in  the  various  genres  of  painting, 
the  art  form  of  Dutch  genius.  Among  many  other 
things  there  are  also  architectural  models  and 
plans;  maps;  armour;  fire-fighting  equipment; 
objects  of  silver,  copper,  pewter,  glass. 

In  1795  the  old  era  came  to  an  end  with  a 
bloodless  revolution,  followed  by  nearly  two 
decades  of  French  domination.  The  new  period 
began  hopefully  but  painfully,  for  economic 
malaise  thwarted  the  longing  for  past  glory. 
Recovery  took  time.  But  at  last,  about  i860, 
Amsterdam  moved  into  the  modern  age  and  a 
new  prosperity.  All  this  is  illustrated,  with  special 
emphasis  on  the  social  and  political  awakening  of 
the  city  and  her  vigorous  physical  expansion  up 
to  the  present,  broken  only  by  the  years  of  the 
Nazi  occupation  from  1940  to  1945.  Beyond 
that,  current  subjects  are  dealt  with  in  regular 
exhibitions,  held  in  two  attics.  Other  departments 
of  the  museum  include  the  Printroom,  which  has 
an  exceptional  collection  of  drawings  and  prints, 
in  particular,  splendid  old  'atlases'  of  Amsterdam, 
and  the  small  but  excellent  library,  devoted  to 


View  of  the  boys'  courtyard  from  the  portico.  Amsterdam  Municipal  Museums. 


Official  municipal  weights  and  measures;  on  the  wall  an  anonymous  seventeenth-century 
painting  of  the  Dam,  showing  the  old  Wcigh-house.  Amsterdam  Municipal  Museums. 

publications  about  the  city  in  several  languages. 
Lastly,  there  is  a  fine  period  room,  the  Regents' 
Chamber  of  the  orphanage,  with  the  original 
paintings,  furniture,  and  decorated  ceiling. 

A  pleasant  way  to  leave  the  museum  is  through 
the  gate  at  the  far  corner  of  the  girls'  courtyard. 
It  leads  into  yet  another  court,  once  the  play- 
ground of  the  smallest  orphan  children,  and  on  into 
the  garden  of  the  Bcgijnhof,  home  for  centuries 
of  pious  laywomen,  the  first  of  whom  preceded 
the  sisters  of  St.  Lucy  on  this  plot  of  ground  and 
had  their  orchard  and  pasture  on  the  stretch  of  it 
where  the  Amsterdam  Historical  Museum  now 
stands.  Elizabeth  Wili  ems-Trlkman 


Chinoiserie 

This  was  the  title  of  an  exhibition  held  in  the 
Delft  Prinsenhof-museum  from  5  June  to  20 
August  1976.  With  the  United  East-Indian 
Company  as  a  limit,  1602-1795,  it  showed  the 
history  of  the  chinoiserie  decoration  in  Europe 
with  emphasis  on  delftware  imitations  of  Chinese 
porcelain  from  late  Ming  bluc-and-whitc  to 
famille  rose. 


Ker-Xavier  Roussel. 
Les  Marronniers, 
c.  1920,  pastel,  87  x  98  cm. 

From  an  exhibition  of  the  work  of  Ker-Xavier 
Roussel  (1867- 1 944)  who  was  the  brother-in-law 
of  Vuillard.  It  is  being  held  at  the  gallery  of 
E.  J.  van  Wisselingh,  78-80  Rokin,  Amsterdam, 
from  4-29  October. 
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BELGIUM 


A  tribute  to  Aristide  Caillaud 

Exhibited  last  June  at  the  Musee  Moderne,  Paris, 
the  extraordinary,  colourful,  esoteric  art  of 
Aristide  Caillaud  is  on  show  throughout  October 
at  the  Maison  de  Culture  of  Woluwe-Saint- 
Pierre,  a  suburb  of  Brussels.  The  importance  can 
now  be  estimated  of  this  seventy-four  year  old 
artist  whose  powers  are  expressed  in  the  simple 
poetry  of  his  many  fantasies  and  the  curiously  and 
spontaneously  plastic  force  of  this  Mediaeval 
imagery.  Reminiscent  of  the  'horror  of  the  void' 
of  Hindu  sculptors,  the  canvases  of  Caillaud  are 
entirely  covered  with  stylised  forms  painted  in 
colours  glowing  like  enamels.  To  produce  this 
wonderful  world  requires  much  cogitation:  the 
painters's  numbers  exceeds  some  ten  canvases 
a  year. 


Aristide  Caillaud. 
Winged  tree,  1973, 
146  X  114  cm. 
Brussels. 


FRANCE 


The  Museum  of  Antiquities 

The  total  reorganisation  which  was  begun  in  1962 
of  this  museum  in  Saint-Germaine-en-Laye  has 
now  been  completed.  The  growth  of  technical 
and  artistic  development  can  be  traced  from  the 
appearance  on  the  scene  of  man  in  France  in 
500,000  bc  to  the  arrival  of  Charlemagne.  The 
art  of  pre-history  around  30,000  bc  is  attractively 
presented  by  a  selection  of  one  thousand  two 
hundred  pieces  of  flint.  -  in  the  Neolithic  age 
follows  the  development  agriculture,  stock- 
rearing,  ceramics,  the  use  'ins,  jewellery  in 
gold  and  bronze  implement-  yond  the  rooms 
devoted  to  the  civilisation  of  -  ]  particularly 
noteworthy  is  the  tomb  of  a  chu  ied  on  his 
chariot  of  war  surrounded  by  hous^  >bjects) 
the  visitor  passes  to  works  glorifying  Oman 
peace'  and  then  to  the  intricate  craftsm  t 
the  Merovingian  world. 
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Maurice  Legendre. 
Torso,  terracotta, 
Height:  60  cm. 
Versailles. 


The  Art  of  Maurice  Legendre 

At  the  new  Galeric  des  Deux-Portes  (Passage  des 
Deux-Portes,  Versailles)  in  the  heart  of  Louis  xiv's 
old  city,  are,  until  3 1  October,  the  recent  works 
of  Maurice  Legendre:  sculptures,  drawings  and 
engravings.  Though  apparently  abstract  his  work 
remains  faithful  to  the  tenets  of  figurative  art: 
well  proportioned  forms,  respect  for  the  monu- 
mental, and  a  style  which  is  both  classical  and 
fanciful,  severe  and  perfectly  balanced  and  very 
individualistic  in  the  manner  of  trapping  the 
light  on  uneven  surfaces  and  forms. 

Archaeology 

The  Musee  Bargoin  in  Clermont-Ferrand  is 
showing  'Ten  years  of  archaeological  research  in 
the  Auvcrgne' :  modern  techniques  in  the  work  of 
excavation,  the  legislative  and  administrative 
side  of  the  investigations,  examples  of  Palaeolithic 
figurative  art  (statuettes  and  small  plaques  of 
carvings  of  animals),  Neolithic  remains  and  ob- 
jects from  tombs  which  illustrate  the  wealth  of 
Bronze  Age  culture. 


The  New  Museum 

As  a  result  of  re-organisation,  the  museum  at 
Quimper  in  Brittany  has  become  one  of  the 
most  important  of  the  French  provincial  mu- 
seums. It  offers  a  panorama  of  French  (and  other) 
paintings  from  the  seventeenth  century  to  the 
present  day,  from  Rubens  to  Marquet  including 
Boucher,  Boudin,  and  Serusier.  A  separate  sec- 
tion has  been  reserved  for  Breton  art,  in  particular 
the  School  of  Pont-Aven  and  for  two  artists  born 
at  Quimper,  Max  Jacob  and  Pierre  de  Belay. 

A  Retrospective  exhibition  of 
Raoul  Dufy 

The  Musee  d'Art  Moderne  of  Paris  has  taken 
from  its  reserve  collection  a  number  ot  paintings 
and  watercolours  of  Raoul  Dufy  (1877-1953). 
They  illustrate  the  evolution  of  the  style  of  the 
artist  from  Le  Havre:  his  first  Fauves  composi- 
tions, more  severe  works  influenced  by  Cezanne 
and  Cubism,  and  his  final  bid  for  freedom  when 
he  developed  a  style  of  his  own  by  the  breaking 
up  of  colours  in  his  luminous  watercolours  of 
race-courses,  concerts  and  regattas.  (Until  14 
November). 

The  Evolution  of  Artists'  Ateliers 

Entitled  'L' Atelier'  the  twelfth  Exposition- 
Dossier  organised  by  the  Louvre  tells  the  story  in 
a  very  lively  manner  of  the  conditions  under 
which  artists  existed  from  the  Middle  Ages  to  the 
present  day.  First,  in  the  sixteenth  century, 
artists  studied  in  the  evenings,  then  followed  the 
Italian  bottega,  the  forerunner  of  the  seventeenth- 
century  atelier  and  the  triumph  of  painting  at  the 
easel.  Academies,  predominantly  for  teaching, 
multiplied  -  which  led  to  an  interest  in  lighting, 
both  natural  and  artificial.  Nineteenth-century 
Romantics  considered  the  workshop  as  the  refuge 
and  sanctuary  of  the  genius,  and  the  role  in 
poetry  of  la  vie  de  boheme  among  contemporaries 

Passarotti. 
Anatomy  Lesson, 
Italy,  sixteenth  century. 
Louvre. 


of  Murger,  de  Musset  and  Hugo  is  well  known. 
But  at  the  same  time  painters  discovered  le  plein- 
air  in  the  forest  of  Fontainebleau,  and  the  Impres- 
sionists a  little  later  set  up  their  workshops  out  of 
doors.  Charles  Daubigny  and  Claude  Monet  had 
their  baicati-atelicr.  The  series  ends  with  Matisse 
and  his  atelier  rouge.  (Until  8  November). 

The  Fiftieth  Anniversary  of 
Art-Deco 

The  1925  exhibition  of  Decorative  Arts  repre- 
sented a  new  style  of  living  into  which  the 
machine  was  accepted.  Now,  the  museum  in  the 
Rue  de  Rivoli  has  re-created  this  diverse  period, 
bubbling  with  new  ideas,  with  clashes  between 
tradition  and  modernism,  Cubism,  Fauvism, 
Constructivism,  Futurism,  the  influences  of  negro 
art,  the  Ballets  Russes  and  the  De  Stijil  move- 
ment. A  re-appraisal  throws  fresh  light  on  this 
still  misjudged  period.  The  exhibition  runs  until 
2  February  1977. 

Gerald  Schurr 


ITALY 


Titian 

To  celebrate  the  fourth  centenary  of  the  death  of 
Titian,  the  Fondazione  Giorgio  Cini  have 
organised  two  exhibitions  in  Venice  (Isola  di  san 
Giorgio  Maggiore)  both  of  which  run  from  27 
August-7  November  1976.  'Drawings  of  Titian 
and  his  circle'  shows  work  by  Titian,  Giorgione, 
Giulio  Campagnola,  Andrea  Previtali,  Sebastiano 
del  Piombo,  Palma  il  Vecchio  and  others;  'Titian 
and  Venetian  wood  engravings  of  the  Cinque- 
cento'  shows  engravings  of  the  works  of  Titian  by 
Domenico  Campagnola,  Giuseppe  Salviati, 
Andrea  Schiavone  and  others. 


GREAT  BRITAIN 


Art  in  Seventeenth-Century 
Holland 

30  September-12  December  1976 
The  National  Gallery,  Trafalgar  Square,  WC2 

It  is  timely  that  the  National  Gallery  has  chosen 
Dutch  seventeenth-century  painting  as  the  sub- 
ject of  its  first  large  loan  exhibition  since  the 
opening  of  the  new  extension  last  year.  There  has 
been  no  important  exhibition  of  Dutch  art  in 
London  since  the  Royal  Academy  show  of 
J952/53  which  only  those  now  in  middle  age  will 
remember. 

In  a  direct  and  no-nonsense  way  the  exhibition 
sets  out  to  bring  to  a  wider  public,  not  only  the 
great  masters,  who  have  perhaps  suffered  from 
over-exposure,  but  that  host  of  'little  masters' 
usually  reserved  for  specialists,  anthologies  and 
the  discreetly  expensive  dealers.  The  exhibition 
has  been  achieved  by  taking  sixty  pictures  from 
the  National  Gallery's  own  collection  as  the 
nucleus,  and  borrowing  a  further  sixty  carefully 
chosen  works.  While  it  could  be  argued  that 
museums  ought  not  to  have  exhibitions  of  their 
own  pictures,  which  should  be  available  anyway, 
there  is  in  this  case  some  justification. 

Firstly  the  sixty  loans  must  have  presented 
many  difficulties  and  why  import  a  Berchem  from 
Leningrad  when  there  is  a  perfect  example  in  the 


National  Gallery  already?  Secondly  several  im- 
portant pictures  have  been  cleaned  in  time  for  the 
exhibition,  notably  the  Sacnredam  Interior  of  the 
Grote  Kerb  at  Haarlem  and  the  Carel  Fabritius  Self 
Portrait.  Indeed  only  those  who  are  regular 
visitors  to  the  National  Gallery  will  be  familiar 
with  all  the  pictures  chosen  from  the  collection. 

Quite  naturally  the  exhibition  raises  many  im- 
portant points,  both  historical  and  aesthetic.  On 
the  aesthetic  side  it  can  reasonably  be  said  (pace 
one  or  two  pictures  in  poor  condition  -  the  Jan 
Asselijn  from  the  Trustees  of  the  National  Loan 
Collection  Trust  at  Cannon  Hall,  Barnsley)  that 
every  picture  is  a  masterpiece  of  its  type  and  has 
been  chosen  on  that  account.  But,  as  with  a  few 
exceptions  the  pictures  have  been  chosen  from 
British  collections,  the  result  will  appear,  to 
English  eyes  only,  to  be  a  balanced  representation 
of  Dutch  painting  of  the  seventeenth  century. 
This  is  a  very  different  representation  to  that 
produced   by  the   French  who  in  1970-1971 


Rembrandt Harmensz.  vanRijn. 
An  Elderly  Man,  signed  'Rembrandt f.  1 66 f, 
81  X  67  cm. 
Viscount  Cowdray. 
The  National  Gallery. 


organised  a  similar  but  slightly  larger  exhibition 
which  was  drawn  exclusively  from  their  own 
public  collections.  This  brought  out  the  idiosyn- 
cracies,  successes  and  failures  of  French  taste  in 
Dutch  pictures.  Seascapes  are  very  rare  in  France 
and  Jan  van  de  Cappelle  for  instance  does  not 
exist  at  all  in  a  French  collection.  Yet  there  was  a 
plethora  of  works  by  Cornelis  van  Haarlem  and 
other  mannerist  artists.  Bearing  this  in  mind  we 
can  see  that  English  taste  was  equally  idiosyn- 
cratic. The  British,  for  instance,  preferred  all  that 
was  best  in  Cuyp  and  Christopher  Brown,  the 
organiser  of  the  exhibition,  has  succeeded  in  bor- 
rowing a  particularly  splendid  selection  of  this 
artist's  work,  different  again  from  that  memor- 
able room  of  Cuyps  brought  to  the  National 
Gallery  all  too  briefly  in  1973  for  the  exhibition 
organised  by  Stephen  Reiss. 

The  loans  from  Dutch  collections  have  been 
chosen  to  supplement  those  artists  whose  work 
hardly  exists  in  British  collections  or  which 
could  not  be  borrowed  -  Mr.  Brown  informs  me 
that  there  were  a  few  significant  refusals  to  his 
requests  for  loans.  Thus  an  especially  important 
and  beautiful  Bartholomeus  van  der  Heist  Double 
Portrait  has  arrived  from  Rotterdam  and  two 
early  seventeenth-century  pictures  of  still-life  by 


Floris  van  Dyck  and  Nicolacs  Gillis  -  both  of 
whom  are  virtually  unknown  here. 

It  can  therefore  be  said  that  the  exhibition  is 
centred  round  taste  and  not  history.  There  are  no 
royal  portraits  by  Honthorst  or  Hendrick 
Gerritsz.  Pot,  no  vast  Mannerist  canvases  by 
Cornelis  van  Haarlem  and  Caravaggesque  pic- 
tures are  limited  by  their  rarity  in  this  country. 
But  it  is  the  connoisseur  rather  than  the  historian 
who  is  given  a  feast,  particularly  with  Rembrandt. 
Indeed  it  is  quite  astonishing  how  problems 
which  have  bedevilled  art  historians  for  genera- 
tions ha ve  so  little  to  do  with  historical  perspective. 
Precisely  because  Cornelis  van  Haarlem  was 
historically  significant  as  the  most  successful  artist 
of  his  generation  and  because  he  signed  and  dated 
most  of  his  pictures,  he  has  been  ignored  by  most 
writers  on  Dutch  art,  even  those  with  pretensions 
to  historical  and  not  critical  writing.  Yet  how 
much  ink  has  been  spilt  on  Rembrandt  problems 
because  nobody  can  yet  agree  as  to  what  he 
painted.  It  was  a  triumph  on  the  part  of  the 
organiser  to  persuade  the  Duke  of  Westminster 
to  lend  Rembrandt's  Man  with  a  falcon  and  its 
pendant.  Professor  Gerson  is  still  adamant  that 
they  are  not  by  Rembrandt  and  it  is  to  be  hoped 
that  their  juxtaposition  with  an  important  Bol 
portrait  from  the  Rangers  House  Collection, 
Blackheath,  will  help  those  who  are  pre-occupied 
with  this  type  of  problem. 

However  what  is  most  important  about  the 
exhibition  and  what  will  remain  in  the  memory 
for  a  long  time  to  come  is  the  dazzling  quality  of 
the  pictures  by  artists  both  great  and  small. 
Personal  favourites  include  Rembrandt's 
'Alexander'  from  Glasgow,  the  Terborch  Dancing 
Couple  from  Polcsden  Lacey  and  Jan  van  der 
Heyden's  Approach  to  the  town  of  Veere  from  the 
Royal  Collection.  But  that  is  not  all.  How  many 
of  us  have  ever  been  on  the  other  side  of  the  ropes 
at  Woburn  Abbey  to  examine  Cuyp's  Hct 
I  'alckhof  at  Xijmcgen  or  to  Southampton  to  see 
Cesar  van  Everdingen's  Allegory  of  Winter? 

As  a  sympathetic  supporting  cast  a  selection  of 
sculpture,  silver,  furniture,  glass,  tiles,  porcelain 
and  delftware  has  been  made.  They  have  been 
chosen  to  decorate  the  rooms  in  the  exhibition 
and  not  with  the  intention  of  exhibiting  the  ob- 
jects in  their  own  right.  It  is  a  matter  of  taste  as  to 
whether  we  prefer  our  pictures  alone  in  the 
admittedly  slightly  antiseptic  atmosphere  of  the 
new  wing  of  the  National  Gallery  or  whether  we 
prefer  them  in  the  more  sumptuous  setting 
achieved  in  the  exhibition.  But  what  matters 
most  of  all  is  that  we  can  here  take  pleasure  in  the 
objects  before  us,  which  is  one  of  the  often  for- 
gotten purposes  of  picture  galleries. 

Christopher  Wright 


The  Connoisseur  apologises  for  the  fact  that  we 
were  unable  to  include  author's  corrections  to  the 
article  'Titian's  Portraiture'  by  Alistair  Smith, 
which  appeared  in  the  August  issue.  We  also  wish 
to  publish  a  free  translation  of  the  extract  from 
Hugo  von  Hofmannsthal's  Der  Tod  des  Tizian : 
'He  aroused  us from  half-night ;  illumined  and 
enriched  our  spirits.  And  taught  us  to  enjoy  each  day  's 
passing,  as  if  it  were  the  action  of  a  play.  He  caused  us 
to  perceive  beauty  in  all  its  forms,  and  understand  the 
very  nature  of  our  lives'. 
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NlCOLAES  BERCHEM. 

Italianate  landscape 
with  a  herdsman  and  cattle 
near  an  acqueduct. 

This  is  one  of  the  hundred  Dutch  and  Flemish 
landscape  drawings  of  the  seventeenth  century 
which  comprise  a  loan  exhibition  from  the 
Musccs  Royaux  des  Beaux-Arts  de  Bclgique  in 
Brussels.  They  will  be  on  view  at  the  Whitworth 
Art  Gallery,  Manchester  from  14  October  to  15 
December  1976.  The  major  Dutch  Italianate 
artists  are  well  represented  with  two  drawings  by 
Aelbert  Cuyp,  two  by  Berchcm,  one  by  Jan 
Both  and  one  by  Jan  Wijnants;  and  the  earlier 
period  by  five  drawings  by  Jan  van  Goyen.  From 
the  Flemish  School  there  are  drawings  by  Jan 
Breughel  the  Elder,  David  Teniers,  Joos  de 
Mompcr  the  Younger,  Paul  Bril  and  Roelant 
Savery.  The  works  were  selected  and  catalogued 
by  Dr.  Eliane  de  Wilde,  Curator  at  the  Musees 
Royaux,  and  have  been  sent  in  exchange  for  a 
selection  of  some  of  the  Whitworth's  finest 
watercolours. 


Sporting  Pictures 

Richard  Green's  (44  Dover  Street,  wi)  annual 
exhibition  of  sporting  paintings  this  year  runs 
from  20  October  to  20  November.  It  includes 
good  examples  by  many  of  the  best  painters  of 
sporting  subjects  in  Britain  in  the  eighteenth  and 
nineteenth  centuries:  John  Wootton,  J.  N. 
Sartorius,  George  Garrard  (a  prize  heifer  with  her 
owner),  J.  F.  Herring  Snr.,  James  Pollard,  Henry 
Aiken  Snr.,  (a  scries  of  small  panels  with  coaching 
scenes),  and  John  Ferneley  Snr.  There  are  also 
pictures  by  Archibald  Thorbum  and  Sir  A.  J. 
Munnings.  As  well  as  the  extremely  fine  and 
lively  picture  of  the  horsefair  (illustrated)  by 
J.  F.  Herring  Snr.,  which  includes  a  self  portrait 
of  the  artist,  there  is  an  amusing  pair  painted  by 
the  same  artist  in  1845,  St.  James  and  St.  Giles, 
depicting  the  contrasts  of  equestrian  life  for  rich 
and  poor. 

J.  F.  Herring  snr. 
An  English  Horsefair  on  Southborough  Common, 
signed  and  dated  1857/8,  99  X  176.4  cm. 
Richard  Green. 


European  Tin  glazed  Earthenware 

13  August-10  October  1976 
Saffron  Walden  Museum,  Essex  * 

The  exhibition  concentrates  mainly  on  English 
delftware,  from  about  1635  to  1780-1790, 
together  with  a  number  of  Dutch  examples 
which  illustrate  the  similarities  and  differences 
between  the  two  centres.  There  is  also  a  small 
display  of  Italian,  French  and  German  tin-glazed 
earthenware  of  the  seventeenth  and  eighteenth 
centuries  for  comparison.  Most  of  the  pottery  in 
the  display  is  from  the  William  Murray  Tuke 
collection  and  was  given  to  the  Museum  in  the 
1 8  80s  and  1890s. 


Victorian  Panorama 

19  October-6  November  1976 
Alexander  Gallery 
45  Sloane  Street,  swi 

This  intriguing  exhibition  bring  together 
paintings  and  photographs  which  reflect  aspects 
of  Victorian  life.  Frith,  Hicks,  Frank  Holl, 
Mulready  and  Martineau  are  among  the  painters 
represented,  and  Fox  Talbot,  Julia  Margaret 
Cameron,  Roger  Fenton  and  Rejlander  among 
the  photographers.  This  conjunction  works  very 
well  in  its  aim  of  showing  how  photographers 
and  painters  shared  interests,  learnt  from  each 
other,  and  sought  to  convey  the  truth  about  the 
morals  and  manners  of  the  age.  It  is  also  refresh- 
ing to  find  a  gallery  taking  photographs  of  this 
period  seriously,  as  works  of  art  rather  than 
historical  documents.  Certainly  many  of  those  on 
display  here  are  very  beautiful.  The  albums  by 
amateur  photographers  add  a  further  dimension 
of  interest  to  this  side  of  the  exhibition,  although 
they  do  cater  more  for  the  social  historian  than 
the  art  lover.  Lady  Lucy  Bridgeman's  portraits  of 
Lord  Palmerston  convey  the  vigour  and  humour 
of  the  man  in  an  original  and  as  yet  unpublished 
way,  and  the  Ashburne  House  album,  chronicling 
Disraeli's  visit  to  Manchester  in  1872,  is  a  for- 
bidding record  of  the  penance  of  politics. 

W.  A. 

Cover  of  the  Ashburne  House  album 
of  carte-de-visite  photographs. 
Alexander  Gallery. 


Sir  Edward  Coley  Burne-Jones 
and  Charles  Fairfax  Murray. 
Venus  Epithalamia,  1871, 
gouache  heightened  with  gold, 
37  X  27  cm. 

From  12  October  for  one  month,  Roy  Miles  (6 
Duke  Street,  St.  James's,  swi),  is  holding  an 
exhibition  of  Victorian  paintings  and  water- 
colours.  Many  of  the  well-known  Victorian 
artists  are  represented:  there  is  Otter  Hounds  by 
Sir  Edwin  Landseer;  a  late  painting  by  Augustus 
Egg,  The  Taming  of  the  Shrew,  Frederic,  Lord 
Leighton's  Hit,  which  shows  one  boy  teaching 
another  how  to  use  a  bow  and  arrow;  two  from  a 
series  of  six  watercolours  illustrating  Milton  by 
Samuel  Palmer,  The  Bellman  and  Morning;  a 
splendid  seapiece  by  W.  A.  Knell,  Queen  Victoria 
at  Spithead;  a  charming  piece  of  Victorian  senti- 
mentality, Dignity  and  Impudence,  by  Briton 
Riviere;  and  in  contrast  to  the  Pre-Raphaelite 
gouache  illustrated,  one  of  Burne-Jones'  humor- 
ous caricatures,  Dinner  Party. 


William  Coldstream.  Westminster,  1975, 
25  X  30  inches.  Anthony  d'Offay. 


George  Chambers. 
The  Barque  'Liberty  of  Property' 
in  Whitby  Harbour. 
From  the  annual  exhibition  of  eighteenth-,  nine- 
teenth- and  twentieth-century  marine  paintings 
at  N.  R.  Omell,  6  Duke  Street,  St.  James's,  swi, 
from  12  October  to  5  November. 

William  Coldstream 

13  October-12  November  1976 
Anthony  d'Offay,  9  Dering  Street, 
New  Bond  Street,  wi 
This  exhibition  provides  a  rare  opportunity  to 
see  the  work  of  a  painter  who  is  much  respected, 
who  has  had  a  marked  influence  on  some  other 
painters,  but  who  is  little  known;  this  is  the  only 
exhibition  of  his  work  since  the  travelling  Arts 
Council  show  of  1962.  The  fourteen  or  so  pictures 
are  all  recent  work  done  over  the  past  six  years, 
presumably  the  bulk  of  Coldstream's  output 
during  this  time,  since  such  a  meticulous  artist  can 
hardly  be  prolific.  The  style,  to  over-simplify 
painfully,  consists  of  a  direct  uncomplicated  view 
point,  very  thinly  applied  paint,  outlining  of 
areas  of  a  painting,  which  can,  as  in  Westminster, 
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Leon  Bakst. 
A  Young  Dahoman,  1895, 
watercolour.  Russian  State  Museum. 

From  an  exhibition  of  the  work  of  Leon  Bakst  at 
the  Fine  Art  Society,  148  New  Bond  Street,  wi, 
until  9  October.  It  is  the  most  important  show  of 
the  work  of  this  great  Russian  designer  ever  to 
have  been  held  and  it  includes  loans  from  galleries 
in  both  the  Soviet  Union  and  the  United  States. 

give  the  impression  that  it  is  constructed  over 
some  sort  of  a  grid,  and  a  wide  range  of  muted 
colours  which  sometimes  surprise  with  the  con- 
trasts they  achieve.  The  overall  effect  is  of  a 
painter  detached  from  his  subject,  not  in  a  clinic- 
ally analytic  fashion,  but  as  an  interested  observer 
with  an  unusual  ability  of  making  us  aware  of  his 
interpretation  of  a  scene.  The  landscapes  and 
still-lifes  are  particularly  suited  to  Coldstream's 
style;  I  find  the  nudes  to  be  rather  less  successful, 
a  little  academic  and  inanimate  and  somehow  less 
experimental,  though  as  life  studies  technically 
very  well  done.  However  the  greatest  pleasure 
of  this  exhibition  is  to  see  a  painter  handle 
traditional  subjects  with  such  confidence  and 
originality.  Philip  Constantinidi 


David  Cox 
watercolours  and  drawings 

28  September-15  October  1976 
Anthony  Reed,  Manning  Gallery 

3  Cork  Street,  London  wi 
2  November-20  November  1976 
Davis  and  Long  Company's  Gallery, 
Madison  Avenue,  New  York 

Enthusiasts  for  nineteenth-century  English  water- 
colours  may  have  more  than  one  view  as  to 
which  particular  artist  was  the  most  refined,  the 
most  innovative,  the  most  masterly.  But  there 
can  be  little  doubt  about  which  of  them  was,  and 
remains,  the  most  universally  liked.  Cox's 
character,  'honest,  unaffected  and  truthful',  as 
Neal  Solly,  his  first  biographer,  called  it,  shines 
through  his  work,  giving  it  a  coherence  and  -  to 
English  eyes,  at  any  rate  -  an  authenticity  un- 
equalled in  his  generation. 

hi  collectors'  terms,  Cox  is  the  great  common 
denominator,  the  artist  who  unites  the  cognoscenti 
and  the  rest.  I  would  guess  that  the  crowds  who 
will  be  climbing  the  stairs  to  Mr.  Anthony  Reed's 
first  major  exhibition  at  his  new  premises  will 
include  representatives  of  both  categories.  For 
this  comes  close  to  being  the  most  enjoyable 
watercolour  event  in  a  long  time:  seventy  Coxes, 
carefully  chosen  and  laid  aside  over  a  period  of 
six  years.  They  show  the  great  man  as  Ruskin 
once  described  him,  the  artist  'whose  pencil  never 
falls  but  in  dew',  and  whose  art  eschews  all  that  is 
'proud,  artificial  and  unquiet'. 

We  have  become  so  used  to  looking  at  Cox  in 
this  way,  and  to  responding  unqucstioningly  to 
his  methods,  that  we  may  be  missing  something 
equally  important:  his  imagination.  Confronted 
with  examples  that  were  not  done  for  exhibitions, 
or  as  cheerful  pot-boilers,  one  is  more  and  more 
struck  by  the  dimensions  of  his  mind.  The  ele- 
ments of  the  picturesque  which  he  liked  to  work 
into  one  drawing  after  another,  the  references  by 
which  we  know  him,  can  assume  forms  for  which 
the  only  word  is  'poetic'. 

The  theme  of  the  haycart  as  an  indigenous  part 
of  English  landscape  belongs  to  him:  he  seems, 
almost,  to  have  invented  it.  Yet  the  activity  it 
represents  is  structural  rather  than  decorative.  The 
cart  is  always  fully  laden,  a  neat  yellow  block  on 
the  skyline.  The  horses  make  a  chain  of  dark, 
active  links  between  the  cart  and  the  neighbour- 
ing passage.  The  figures,  brightly  touched  in, 
animate  the  design  with  tiny  gestures.  The  Hay- 
making nearWarwick  Castle  (No.  1),  dated  by  Mr. 
Reed  as  early  as  18 10,  is  already  an  anthology  of 
themes  to  come.  De  Wint  might  have  suggested 
some  parts  of  it,  including  the  miniature  still-lite 
by  the  seated  figures;  but  the  drawing  is  suffused 
by  a  quintessential  Cox-ncss.  Nothing  is  rhetori- 

1.  David  Cox. 

Haymaking  near  Warwick  Castle:  the  mid-day  rest, 
signed  'D.  Cox'  bottom  left,  watercolour, 
c.  1810,  iof  X  16J  inches. 

2.  David  Cox. 

Lincoln  Cathedral  from  Brayford  Pool, 
signed  'D.  Cox'  in  pencil  on  the  back, 
pencil  and  watercolour,  7 J  X  10}  inches. 

3.  David  Cox. 
Eton  from  the  Thames, 
signed  and  inscribed, 

pencil  and  watercolour,  8}  X  13  inches. 
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cal  or  affected;  and  even  die  touches  of  clumsi- 
ness, such  as  the  way  the  horses  are  standing, 
convey  the  uncompromising  values  of  an  artist 
who,  like  Constable,  was  essentially  his  ow  n  man. 

In  a  drawing  of  his  Hereford  period,  Lincoln 
Cathedral  from  Brayford  Pool  (No.  2),  Cox 
achieves  unity  by  means  of  flat  washes  and  that 
J  wet  orange-pink  with  which,  at  this  time,  he 
blocks  in  architectural  distances  (again,  rather  like 
Dc  Wint).  This  is  the  more  remarkable  for  his 
never  having  been  to  Lincoln.  His  drawing  is 
second-hand,  perhaps  done  from  a  print;  but  the 
poetry  is  his.  A  no  less  eloquent  companion 
to  this  drawing,  Boulogne  Harbour,  datable  to 
about  1820,  is  also  a  borrowed  subject,  this  time 
from  Bonington.  But  there  is  not  a  scrap  of 
Bonington  left:  Cox's  touch  has  made  it  his  own. 

Even  in  the  1830s,  a  period  generally  noted  for 
'tight'  or  'pretty'  Cox,  the  technique  gives  the  lie 
to  the  appearance.  Cox's  watercolour  of  Bar- 
mouth, done  for  Roscoe's  'Wanderings  and 
Excursions  in  North  Wales',  shows  how  unerr- 
ingly, yet  loosely,  he  could  organise  a  compli- 
cated scene,  giving  value  exactly  where  the  eye 
would  like  to  see  it,  in  human  activity,  rigging, 
complementary  shade.  In  Eton  from  the  Thames 
(No.  3),  the  serenity  of  the  architecture  and  the 
burly  trees  is  brilliantly  disturbed  by  the  skim- 
,  tning  swallows  who  seem  to  dart  and  flick  across 
!  the  quiet  water. 

Of  the  French  subjects  in  Mr.  Reed's  exhibi- 
tion, the  most  atmospheric  is  perhaps  a  small 
sketch  of  the  Pavilion  de  Flore  in  Paris,  done 
!  from  a  cab  when  Cox  was  resting  his  sprained 
ankle  and  dashed  off  before  a  movement  from  the 
horse  jogged  his  hand.  There  is  also  a  deliciously 
wet  and  sunny  study  of  sailing  vessels  at  Dieppe, 
seen  over  the  top  of  a  jetty  (No.  4) :  an  impromptu 
composition  which  Cox  had  the  wit  to  recognise, 
set  down,  and  later  use  in  an  exhibition  picture. 
The  crispness  of  his  coastal  subjects  in  France 
seems  to  be  due  to  an  awareness  of  sharper  light, 
as  well,  perhaps,  as  the  lurking  spirit  of  Boning- 
ton. Certainly  the  vigorous  chalk  sketch  of  men 
beaching  a  fishing  boat  on  a  breezy  day  smacks  of 
the  wilder  shores  of  the  Channel. 

Mr.  Reed  has  included  in  his  exhibition  a  group 
of  three  Cox  oils,  including  one,  of  two  horses  in 
a  field,  which  is  evidently  much  earlier  in  date 
than  Cox's  lessons  -  or  perhaps  demonstrations  - 
from  the  hands  of  William  James  Muller,  the 
Bristol  artist.  But  the  tour  de  force  in  this  trio  is  the 
panel  of  four  horses  at  a  stream,  which  combines 
Cox's  happiest  watercolour  manner  with  a 
1.  painterly  brilliance  that  looks  ahead  to  Impres- 
sionism (No.  5). 

It  has  often  been  remarked  that  Cox,  for  all  his 
popularity  as  a  teacher  (his  principle  source  of  in- 
come), produced  no  outstanding  pupils.  Mr. 
Reed  includes  watercolours  by  Edward  Webb 
and  Joseph  Murray  Ince,  whom  he  regards  as  the 
best  of  them.  Both  these  artists  hold  their  place  in 
the  master's  company.  Webb,  in  his  diary, 
I  recorded  the  story  of  how  he  met  Cox  at 
Christie's  just  after  a  drawing  of  Cox's  had  been 
knocked  down  for  £4.  'Oh,  I  hid  my  head',  Cox 
told  him,  'for  I  was  ashamed  of  it.  I  wonder  who 
could  give  so  much  for  it  .  .  .'.  It  is  a  long  time 
since  a  Cox  could  be  bought  for  such  a  sum  on 
the  open  market;  just  as  it  is  a  long  time  since  so 
many  exceptional  examples  were  brought  to- 
gether under  one  roof  to  tempt  collectors  and 
delight  the  passer-by. 

Denis  Thomas 
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Left. 

4.  DavidCox. 
Dieppe : 
Sailing  vessels 
preparing  for  sea, 
seen  over  the 
top  of  a  jetty, 
pencil  and 
watercolour, 
8J  X  6  inches. 

Below. 

5.  DavidCox. 
Four  Horses 

at  a  stream, 

signed, 

oil  on  panel, 

9%  X  ill 

inches. 
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Salerooms 


Briony  Llewellyn 


i.  Adriaen  Jansz.  van  Ostade. 

The  Interior  of  an  Inn, 

signed  and  dated  1654, 

on  panel,  44.5  X  37.5  cm. 

Sotheby  Mak  van  Waay,  Amsterdam. 

660,000  guilders. 


3.  Dutch  silver-gilt  mounted  nautilus  cup, 
Amsterdam,  1598,  maker's  mark 
possibly  a  pick  in  octagon. 
Height:  228  mm. 

Christie's  Geneva,  November  1975. 
Swiss  Fr.  32,000. 


4.  Dutch  delft  puzzle  jug, 
painted  in  rich  blue, 

possibly  the  'De  Vergulde  Boot'  factory, 
eighteenth  century.  Height:  20.5  cm. 
Sotheby's,  July  1976. 
£800. 


2.  Salomon  van  Ruysdael. 

A  Winter  Landscape,  signed  and  dated  1661, 

on  panel,  51  X  68  cm. 

Sotheby  Mak  van  Waay, 

Amsterdam,  April  1976. 

480,000  guilders. 

The  most  important  sale  of  Dutch  works  of  art 
so  far  this  year  was  that  of  the  B.  dc  Gcus  van  den 
Heuvel  collection  of  pictures,  sold  by  Sotheby 
Mak  van  Waay  on  26  and  27  April.  The 
collection  covered  all  periods  of  Dutch  and 
Flemish  painting  and  was  sold  in  its  entirety  in 
accordance  with  Mr.  de  Geus  van  den  Hcuvcl's 
will.  The  highest  prices  in  the  sale  were  paid  for 
seventeenth-century  paintings:  The  Interior  of 
an  Inn  by  Adriaen  van  Ostade  fetched  660,000 
guilders;  A  Winter  Landscape  and  A  River 
Landscape,  both  by  Salomon  van  Ruysdael, 
fetched  480,000  and  360,000  guilders  respectively ; 
A  Peasant  Wedding  by  Roelant  Savcrij  fetched 
340,000  guilders;  A  View  in  a  Dutch  Town  by 
Jan  van  der  Heyden  fetched  3  16,000  guilders; 
A  Winding  Road  Leading  into  a  Wood  by 
Jacob  van  Ruisdacl  fetched  3 10,000  guilders  and 
The  Inn  of  St.  Michel  by  Pieter  Brueghel  the 
Younger  fetched  280,000  guilders. 
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Above. 

5.  Hendrick  Avercamp. 
Golf  on  the  ice  on  the 

river  Ijsel  near  Kampcn, 

signed  with  monogram, 

pen  and  brown  ink  and  watercolour 

heightened  with  white, 

203  X  330  mm. 

Christie's,  July  1976. 

£19,000. 

Left. 

6.  One  of  a  pair  of  Dutch  tazze 
emblematic  of  Summer  and  Winter, 
by  Adam  van  Vianen  of  Utrecht, 
signed  'A.  D.  I  'iana.  Fe.  1627'. 
Height :  6f  inches. 

Sotheby's,  October  1973. 
£45,ooo. 


7.  Walnut  marquetry  bureau  bookcase, 
mid  eighteenth  century. 

Height:  244  cm. 
Sotheby's,  May  1976. 
£4,100. 

Below. 

8.  Dutch  woman  called  'Lady  Duff', 
famille-rose,  Ch'icn  Lung. 
Height:  i6-| inches. 

Sotheby's,  June  1976. 
£4,200. 


9.  Dutch 
giltwood  clock 
the  movement  by 
Johannes  van  Cculen 
The  Hague. 
Phillips,  July  1976. 
£3,200. 

Below. 

10.  Jan  Verkolje. 

An  elegantly  dressed  couple,  signed  and 
dated  1671  or  1674. 
Christie's,  November  1975. 
£52,500  (a  record  for  the  artist). 


11.  One  of  a  pair  of  Delft  plaques, 
early  eighteenth  century. 
Sotheby's,  May  1976. 
£3,400. 


Above. 

12.  Silver  Dutch  snuffers'  stand 
and  pair  of  snuffers 
byJanPonat,  Amsterdam,  1756. 
Sotheby's,  February  1976. 
£2,300. 


13.  Dutch  silver  gilt  ewer  and  cover 
by  Adam  van  Vianen,  signed  and  dated  1614, 
commissioned  by  the  Amsterdam  Guild  of 
Silversmiths  to  commemorate  the  death  of 
Paul  van  Vianen,  brother  of  Adam.  To  be  sold 
on  19  October  by  Christie's  at  the  Singer 
Museum,  Laren,  near  Amsterdam.  It  is  possibly 
the  most  important  piece  of  Dutch  silver  to  have 
come  on  to  the  market  and  is  expected  to  fetch 
around  £100,000. 

Christie's  are  now  increasing  the  number  of 
sales  held  by  them  in  Holland  and  from 
18  to  22  October  arc  running  a  full  week  of  sales, 
the  most  notable  of  which  will  be  the  sales  of 
Dutch  silver,  Dutch  paintings,  drawings  and 
watercolours,  and  Dutch  tiles. 

159 


The  Connoisseur 


Register  Advertisements 


WANTED 

Antique  Watches  .  .  .  Ancient,  original,  singly  or  collection,  keenly 
sought  privately  (preferably)  by  collector.  Box  No.  8740. 

Spherical  glass  timepieces,  paperweight  type;  and  holders  for  such 
timepieces.  Please  include  full  details  and  price  to:  Mr.  James  F.  Blinder, 
2750  W.  Grand,  Chicago,  Illinois  60612  USA. 

Wanted  -  Complete  set  of  Connoisseur  magazines.  Offers  please  to 
Box  No.  8744. 

Wanted  :  Paintings,  Prints,  Books  and  Documents  relative  to  Sir  Walter 
Raleigh,  Sir  Francis  Drake,  Hawkins  and  other  Elizabethan  Explorers  of 
the  16th  and  17th  Centuries.  Lists  and  offer  appreciated.  Write  Library, 
Geo-Tech  International,  3616  Garden  Club  Lane,  Charlotte,  North 
Carolina,  28210,  USA. 

A.  C.  Bryant  of  Cranmore  House,  Cranmore  Boulevard,  Shirley, 
Solihull,  West  Midlands  021  -704  51 1 1  would  be  interested  to  hear  from 
anyone  willing  to  sell  copy  of  'English  Painted  Enamels'  by  Therle  and 
Bernard  Hughes. 

FOR  SALE 

Old  English  Silver.  Many  Collectors  Items.  Send  £1  for  Illustrated 
Catalogue  (New  Edition).  Clough  Ltd.,  3  Royal  Arcade  London 
W1X3HD. 

Antique  Veneers  -  surplus  stock  of  Victorian  Cabinet  maker  -  Walnut, 
Mahogany,  Elm,  etc.,  etc.,  Approx.  3  to  4  cwt.  to  be  sold  in  one  'Lot'  - 
Private  sale  -  £325  the  whole  -  Tapper,  20  Orchard  Gardens,  Teign- 
mouth,  Devon.  Tel:  Teignmouth  2651 12. 

Circular  dining  table  with  pedestal  base.  Victorian.  Offers  please 
Box  No.  8748. 


Vesta  Matchbox  Collection :  800  silver,  gold,  assorted  novelty  vestas. 
Photographs  and  further  details  from  A.  J.  Churton,  Box  225,  KeriKeri, 
New  Zealand. 


MISCELLANEOUS 

25th  Annual  Kensington  Antiques  Fair,  October  18th  to  25th. 
Kensington  Town  Hall,  London  W.8.  1 1  a.m.  to  8  p.m.  Daily.  Admission 
50p. 

Detailed  Editorial  indexes  for  The  Connoisseur  are  published  three 
times  a  year  at  £4.50  each  (plus  8£  postage).  From  The  Circulation 
Dept.  The  National  Magazine  Co.  Ltd.,  22  Armoury  Way,  London 
S.W.18. 

Renaissance  Polish*  Versatile  translucent  wax  that  gently  lifts  the 
grime  of  antiquity  from  all  surfaces,  leaving  them  delightful  to  see  and 
touch.  Made  with  the  consent  of  the  British  Museum  and  supplied 
to  professional  restorers  everywhere.  Renaissance  is  now  available 
privately  by  mail  order  readers  of  The  Connoisseur,  at  Chestergate 
House,  Vauxhall  Bridge  Road,  London,  SW1V  1HF.  Price  per  can, 
including  postage  and  packing,  and  (in  UK  only)  VAT;  US  $7.50  (air) 
$6.00  surface  mail,  Canada  $8.40  (air),  $6.00  surface  mail.  Price  per 
can  UK  £1.95,  Europe  £2.50,  Australia  (£4.60  air),  £2.50  surface  mail. 
1 0%  discount  overall  discount  of  six  or  more  cans. 

'('Exceptional  .  .  .  unique  wax  polish'  -  The  Connoisseur,  Oct.  1970). 

Register  advertisements  are  25p  per  word  minimum  £3.50  for  15  words 
which  must  be  prepaid  and  sent  to  the  Advertisement  Manager, 
THE  CONNOISSEUR.  CHESTERGATE  HOUSE,  VAUXHALL  BRIDGE 
ROAD,  LONDON.  SW7V  1HF  (01-834  2331).  Addresses  or  Box 
Numbers  must  be  inserted  and  replies  to  the  latter  should  be  clearly 
marked  with  the  Box  Number.  The  Proprietors  of  The  Connoisseur  accept 
no  responsibility  for  any  sales  affected. 


CLE  ANERS,  CONSERVATORS,  VALUERS 

OF 

Historic  Tapestries,  Aubussons,  Needleworks  Kelims  and 
Oriental  Rugs  for  three  generations. 

Fragile  immovable  pieces  attended  at  their 
location,  otherwise  transport  is  available 
from  Nth.  America,  U.K.  and  Europe  to  our 
London  workshops. 

Behar  Prof  ex 

International  textile  conser- 
vators and  cleaning 
consultants. 
The  Alban  Building 
St.  Albans  Place 
Upper  Street:  London  Ni  oNX 
Tel:  01-226  0144 


ehar 
rofex 


EDWARD  SPEELMAN  LTD 

Old  Masters 

EMPIRE  HOUSE,  175  PICCADILLY 
LONDON  W1V  ONP 
01-493  0657 


CONTAINER  SERVICE,  WORLD  -  WIDE! 


Specialists  in  the  sate  of  20ft  and  40ft  container  loads  of 
antiques  packed  carefully  with  Georgian.  Victorian. 
Edwardian  and  1930s  furniture,  porcelain  and  decorative 
items  to  world-wide  destinations 

If  you  wish  to  purchase  a  container  load  or  have  single  items 
or  entire  shop  contents  to  sell  contact  us 


"^BRITISH  ANTIQUE  EXPORTERS  LTD 


tiques  Newhaven  Telephone  Newhaven  (0791 2)  5561 


GALLERY  273  -  QUEEN  MARY  COLLEGE 

Physics  Building,  Mile  End  Road,  London  E.1 

|AN  HOOGSTEYNS 

Paintings-Drawings  1  3  Oct-1 2  Nov  76 


AB  STOCKHOLMS  AUKTIONSVERK 

Established  1674 


Dejeuner,  Berlin  1770-80 


Urns  and  cover,  Sevres 
c.  1 850 


Tapestry,  Dutch 
18th  Century 


Cabinet,  Dutch  18th 
Century 


Auguste  Rodin 


Tapestry,  Dutch  18th  Century 


Table  Clock,  signed  Christian 
Wagener,  Stettin  end  of  17th  Century 


Table  Clock  signed 
Robert  &  Courvoisier 
Geneve  1790-1800 


16-20  Nov. 


Illustrated  Catalogue 


Tel:  08/34.07.20 


Norrtullsgatan  6       Stockholm  ■  Sweden 


SHOWCASE 


Very  rare  silver  coffee  pot  of  unusually 
small  size.  London  1727  by  Pere  Pillcau. 
Weight  8  ozs.  Height  5^  ins. 

H.  R.  JESSOP  Ltd. 

3  MOTCOMBE  ST.,  BELGRAVE  SQ. 
LONDON  S.W.i  01-235  2978 


Surrey 
Antiques  Fair 
Civic  Hall 
Guildford 
9th,  11th-16th 
October 
To  be  opened  by 

H.R.H. 
Prince  Tomislav 
of  Jugoslavia 
38  Exhibitors 
For  details  ring: 
01-352-5522 


FINE  OIL 
PAINTINGS 

XVII-XIX  Centuries 

Best  items  carefully  selected  from 
provincial  galleries  throughout 
Europe  and  UK,  and  now  available 
to  collectors  from  one  source. 

You  save  time  -  we  tour  the  galleries 
You  save  money  — 
up  to  40%  below  London  prices 

Colour  catalogue  by  post. 
Viewing  by  appointment. 

Art  Assets,  Upper  Birtley,  Brook, 
Nr.  Godalming,  Surrey. 
Wormley  (042  879)  3303, 
at  any  time. 


FIREARMS  £3.50 

From  all  good  booksellers  or  from 

THE  CONNOISSEUR  BOOK  DIVISION, 

CHESTERGATE  HOUSE, 

VAUXHALL  BRIDGE  ROAD,  SW1 V  1HF 


SPECIALISING  IN 
RESTORATION— REPAIR 

ENGLISH  AND 
CONTINENTAL 
PORCELAIN 

de  GRANDCOURT, 

The  Little  House,  Paved  Court, 
The  Green,  Richmond,  Surrey. 
TW9  1LZ  (01-940  7815) 


SETTING  FOR  ANTIQUES 
Ancient  Mill  with  over  5,000  feet  of 
Commercial/Display  space  plus  6 
bed.  house  and  outbuildings  in 
village  centre.  One  acre, 
£65,000  freehold. 

N.  D.  Greenaway, 
The  Mill,  Maiden  Newton, 
Nr.  Dorchester,  Dorset. 
Tel:  Maiden  Newton  343. 

(STD  030  02)   


A  Century  of  Birmingham 
and  West  Midlands  Painters 
1830-1930 

S.  and  K.  Morris 

invite  you  to  an  Exhibition 
and  Sale  of  paintings 
and  drawings  at 

Six  Bells,  Pathlow, 
Stratford-upon-Avon 
(on  the  A3  4) 
Tel:  Stratford  4350 

From  Saturday  Oct.  16  to  Sunday 
Oct.  31  daily  between  11  a.m.  and  6 p.m. 


Distressed  by  hotel 
prices  in  London? 

The  Sloane  Club,  whose  origins  go  back  to 
1922,  is  now  able  to  accept  a  limited  number 
of  applications  for  membership. 

Members  are  provided  with  a  bedroom 
and  Continental  breakfast  for  £6.48. 
Lunch  and  Dinner:  £1.75. 

In  addition  The  Sloane  Room, Bar, 
Library,  quiet  rooms  and  24  hours  porterage 
are  all  that  you  would  expect  from  a  London 
club. 

Details  of  membership 
for  both  Ladies  and 
Gentlemen  can  be  obtained  ■ 
by  writing  to  the  Club 
Secretary,  CJuh 
quoting  reference:  C3         '  '-»**c/^' 

52  Lower  Sloane  Street,  London  SVC'iVi'  8BS 


The 
Sbctiie 


VIXSEBOXSE  ART 
GALLERIES,  m. 

FINE  PAINTINGS  AND  PRINTS 


Nicolaas  Maes  1632-1693 
"Portrait  of  a  Gentleman" 
Canvas  size-  27''  x  22V 

2258  EUCLID  AVE.,  CLEVELAND, 
OHIO. 

TELEPHONE:  216-621-0763 


PRESTIGE  ART  GALLERIES 

Jonas-Knoop 

Specialising  in  "one  of  a  kind"  Dutch 

and  Flemish  original  oil  paintings 
and  bronzes  from  the  17th  to  the  20th 
Century  of  which  we  hold  a  very  large 
stock. 

46  Reguliersbreestraat,  Amsterdam,  Holland 
Tel:  020-240104  (Also  in  Skokie,  Illinois,  U.S.A.) 


Rare  textiles  from  Indonesia 
(Flores,  Sumba.  Sumatra,  etc.) 
Primitive  art  from  the  Indonesian 
Archipelago  (Batak.  Nias.  Sepik 
River,  etc  )  Miscellaneous  ethnic 
and  religious  objects  of  interest 
from  Burma.  Cambodia.  China.  Laos. 
Indonesia.  Malaysia  and  Thailand. 


IE" 

E  g  so 
B  la  ^ 
•°  _  r* 


CHINESE  J     252^^2,  [ 

ORIGINAL  CHINESE  PAINTINGS 

by  known  artists  of  the  last  100  years 

Antique  and  Modern  Chinese  arts,  hand-made 
folk-craft  toys 

40  Great  Russell  Street,  London,  W.C.1. 

(01-580  7538) 


SEND  NOW  for 
this  SUPERB 
Connoisseur's 
Diary 
& 


Appointments 
Book 


This  superb  example  of  craftsmanship  will  be  available 
well  before  Christmas.  But  send  for  it  now  as  only  the  first 
five  hundred  applications  can  be  accepted.  Bound  in 
polished  crimson  calf  hide,  the  gold  blocked  undated  cover 
with  optional  matching  initials  can  be  detached  from  the 
water  silk  slip-in  diary  for  use  with  future  refills.  Each 
spread  of  hand  gilded  pages  presents  a  week  of  the  year 
with  one  column  to  each  weekday  identifiable  by  the 
bound-in  silk  marker  for  easy  reference.  Introductory 
pages  are  of  special  interest  to  Collectors  and  include 
import  and  export  of  antiques,  Sovereigns  of  England, 
English  Clockmakers,  Porcelain  Factories,  Painters,  Silver 
Marks,  Chinese  dynasties,  and  much  else  besides. 
The  Diary  and  Appointments  Book  is  sent  to  you  in  a 
specially  designed  protective  container.  Overall  size  io"xy|". 


PRICE 

Diaries                       Postage  &  Packing  Total  per  diary 

U.K.  £15.00  +  .50p  £15-50 

Europe  £15.00  +  £2.25  £i7-25 

Elsewhere  £15.00 -)-  £3-00  £18.00 

U.S.A.  $29.00+  $5-75  $34-75 

Refills  only 

U.K.  £5.40  +  £0.20  £  5.60 

Elsewhere  £5.40  +  £I-00  £  6.40 

U.S.A.  S9.60+  S3.40  $13.00 


ORDER  FORM  VAT  No.  238  3874  23 

TO:  The  Connoisseur,  CHESTERGATE  HOUSE,  VAUXHALL  BRIDGE  ROAD,  LONDON,  SWiV  iHF 

(Reg  Office)  Reg  No.  1 12955  England. 

Please  send  me  Copies  of  The  Connoisseur  Diary  and  Appointments  Book  for  1977.  Amount  

Mr/  Mrs/Miss  

If  required,  please  state  initials   2nd  Copy   3rd  Copy  

Address   


Norman  Adams  Ltd. 

S-io  Hans  Road,  Knightsbridge,  London  SW3 
Tel:  01-589  5266 

sFine  1 8th  Century  English  furniture  and 
.Works  of  Art 

Thos.  Agnew  &  Sons  Ltd. 

43  Old  Bond  Street,  London  wi 
Tel:  01-629  6176 

Paintings,  Watcrcolours,  Drawings  and 
Engravings  of  all  Schools 

Maria  Andipa's  Icon  Gallery 

162  Walton  Street,  London  SW3 
Tel:  01-589  2371 

Byzantine,  Greek,  Russian,  Ethiopian  &  Syrian 
Icons  14th  to  19th  Century 

Algernon  Asprey  Ltd. 

27  Bruton  Street,  London  wix  8ha 
Tel:  01-629  2608,  Telex:  21 142 

Fine  antique  furniture,  clocks  and  silver; 
specially  designed  modern  jewellery  and 
presentation  items;  interior  furnishing 

Bentley  &  Co. 

65  New  Bond  Street,  London  wiy  9DF 
Tel:  01-629  0651/0325 

Antique  fewels,  Antique  watches,  fewelled  objects 
of  Art,  Russian  enamels 

Raymond  Benardout  Gallery 

5  William  Street,  Knightsbridge, 
London  swix  9HI,  Tel:  01-235  3360(24  hours). 
Antique  and  decorative  Rugs  and  Tapestries. 
Open  Monday  to  Friday  10  a.m.  -  6  p.m. 
Saturdays  till  1  p.m. 

H.  Blairman  &  Sons  Ltd. 

119  Mount  Street,  London  wiy  5HB 
Tel:  01-493  °444 

18th  Century  Furniture,  Regency  Furniture, 
Chinese  Mirror  Pictures  and  Works  of  Art 

Bluett  &  Sons  Ltd. 

48  Davics  Street,  London  wi 
Tel:  01-629  4018/3397 

Oriental  Ceramics  and  Works  of  Art 
Brod  Gallery 

24  St.  James's  Street,  London  swi 
Tel:  01-839  3871 

Fine  Paintings  and  Drawings 

W.  G.  T.  Burne 

1 1  Elystan  Street,  London  SW3 
Tel:  01-589  6074 

English  and  Irish  glass  chandeliers,  candelabra,  etc. 
Carrington 

1 30  Regent  Street,  London  wi 
Tel:  01-734  3727 

Antique  and  Modern  Silver,  Military  Silver  and 
badge  brooches 


Clarges  Fine  Art 

5th  floor,  1  Hanover  Street,  London  wi 
Tel:  01-437  0986 

Watercolours,  Drawings,  Oil  Paintings, 
British  School  igth  and  20th  centuries 
BY  APPOINTMENT 

Colnaghi 

14  Old  Bond  Street,  London  wi 
Tel:  01-491  7408 

Fine  old  master  paintings,  drawings  and  prints 
Cramer 

38  Javastraat,  The  Hague  201 1,  Holland 
Tel:  070-63  07  58 

Fine  Old  Master  Paintings, 
catalogue  upon  request 

Crane  Arts 

321  Kings  Road,  London  SW3,  Tel:  01-352  5857 

English  and  American  Primitive  paintings, 
Modern  naives 

Crane  Kalman  Gallery 

178  Brompton  Road,  London  SW3 
Tel:  01-584  7566 

20th  century  master  painters  of  merit  (but 
neglected)  younger  British  artists 

Delomosne  &  Son  Ltd. 

4  Campden  Hill  Road,  Kensington, 
London,  w8 
Tel:  01-937  1804 

Extensive  stock  of  English  and  Irish 
Glass  of  all  kinds  also  European  Ceramics 

Albrecht  C.  Durfeldt, 

Oddernskanip  15,  2000  Hamburg  54, 
Germany 

Herbert  Ernst  &  Co. 

1  Berlin  31,  Ballenstedter  Str.  16, 
Germany- 
Fine  Art  Society 

148  New  Bond  Street,  London  wi 
Tel:  01-629  51 16 

British  Art  of  the  18th  to  20th  centuries, 
Paintings,  Watercolours,  Drawings  and 
Sculpture 

Fischer  Fine  Arts  Ltd. 

30  King  Street,  St.  James's,  London  swi 
Tel:  01-839  3942 

20th  century  masters  and  contemporary  paintings 
and  drawings 

S.  Franses 

71  Knightsbridge,  London  swi 
Tel:  01-235  1888 

Oriental  and  European  carpets,  tapestries  and 
works  of  art 


Frost  &  Reed  Ltd. 

41  New  Bond  Street,  London  wi 

Tel:  01-629  2457  m. 

18th- 19th  century  English  and  Dutch  Paintings, 
Contemporary  English  and  Modern  French 

Paintings 

Fry  Gallery 

58  Jermyn  Street,  St.  James's,  London  swi 
Tel:  01-493  449<5,  Cables:  Fryart,  London 

English  Watercolours  and  Drawings  of  the 
18th  and  19th  centuries 

Dr.  Hans  Geiger 

7800  Freiburg  im  Breisgau 

Schwarzwaldstrasse  169, 

Germany 

Tel:  (76i)-39676 

All  Works  of  Art 

Galerie  Alexander 

8022  Zurich,  Schipfe  1,  Switzerland 

Christopher  Gibbs  Ltd. 

118  New  Bond  Street,  London  wiy  9AB 
Tel:  01-629  2008/9 

Works  of  Art  and  Fine  Paintings 

Richard  Green  (Fine  Paintings) 

44  Dover  Street,  London  wi,  Tel:  01-493  7997 

18th  and  19th  Century  English  Paintings. 
17th  and  18th  Century  Dutch,  Flemish  and 
Italian. 

1  jth  to  1 9th  Century  European  Paintings 

Halcyon  Days  Ltd. 

14  Brook  Street,  Hanover  Square, 
London,  wiy  iaa 

18th  and  early  19th  Century  English  enamels. 
Sole  U.K.  stockists  of  modern 
Bilston  Enamel  Boxes,  having 
revived  the  craft  in  1970 

Hazlitt  Gallery  Ltd. 

4  Ryder  Street,  St.  James's,  London  swi 
Tel:  01-930  6821 

Italian  1  jth  and  1 8th  Century  Paintings, 
French  Paintings  of  the  Barbizon  School 

Heim  Gallery 

59  Jermyn  Street,  St.  James's  London  swi 
Tel:  01-493  0688 

Old  Master  Paintings  and  Sculptures 

Hennell,  Frazer  &  Haws  Ltd. 

1  Davies  Street,  Berkeley  Square, 
London  wiy  2NY,  Tel:  01-499  301 1 

Antique  and  modern  jewellery  and  silver,  domestic 
silver  by  the  Hennells  from  1737 

Edwin  H.  Herzog 

49  Brook  Street,  London  wi 
Tel:  01-629  5460 
F/fte  18th  Century  English  furniture 
and  Works  of  Art 


Hollingshead  &  Co. 

783  Fulham  Road,  London  sw6 
Tel:  01-385  8519 

Marble  and  Wood  Fireplaces  and  Crates,  Largest 
selection  in  London.  Marble  Slips  and  Hearths. 
Renovation  works  undertaken 

Holmes 

29  Old  Bond  Street,  London  wi 
Tel:  01-493  1394 

Jewellery,  Antique,  Victorian  and  fine  modern 
silver 

George  Horan  (Oriental  Antiques)  Ltd. 

2S  St.  Christopher's  Place,  Wigmore  Street, 
London  wi,  Tel:  01-935  7359  (01-622  5968 
after  7  p.m.) 

By  Appointment  Suppliers  to  the  Corps 
Diplomatique. 

Oriental  ceramics,  bronzes,  fade,  paintings, 
carvings,  etc. 

Margot  Inauen 

1000  Berlin  37,  Riemeisterstrasse  34, 
Germany 

Alan  Jacobs 

15  Motcomb  Street,  Belgrave  Square, 
London  swi,  Tel:  01-235  5944 
Specialising  in  17th  Century  Dutch  and  Flemish 
Old  Master  Paintings  and  Drawings 

William  Job 

84-86  Pimlico  Road,  London  swi 
Tel:  01-730  7374 

Works  of  Art,  English  Oak,  cottage 
furniture,  treen 

Oscar  &  Peter  Johnson 

Lowndes  Lodge  Gallery,  27  Lowndes  Street, 
London  swi,  Tel:  01-235  6464 

Specialists  in  English  Paintings  of  the  18th  and  19th 
centuries 

H.  W.  Keil 

27  Mount  Street,  Mayfair,  London  wi 
Tel:  01-629  6448 

Specialists  in  Fine  Oak  and  Walnut  Furniture 

E.  &  C.  T.  Koopman  &  Son  Ltd. 

53-65  Chancery  Lane,  London  WC2 

Tel:  01-242  7624 

and  at  John  Dalton  House 

4  John  Dalton  Street,  Manchester  M2  6jp 

Tel:  061-834  2420  and  061-832  9036 

Buyers  and  exporters  of  antique  silver,  silver  plate 
and  jewellery 

Kunst-u.  Auktionshaus, 
D.  M.  Klinger, 

85  Niirnberg,  Muhlgasse  r,  Germany 


R.  A.  Lee 

1-9  Bruton  Place,  London  wi 
Tel :  01-629  5600  and  499  6266 

Specialists  in  antique  clocks 

Important  stock  oj  early  ivorks  of  art,  paintings, 

furniture,  silver  and  other  items 

Lefevre  Gallery 

30  Bruton  Street,  London  wi 
Tel:  01-629  2250 

Specialists  in  Fine  19th  and  20th 
Century  Paintings,  Drawings  and  Bronzes 

Little  Gallery 

5  Kensington  Church  Walk,  London  w8 
Tel:  01-937  8332 

Tuesday  to  Saturday  11  a.m.  to  6  p.m. 
or  by  appointment. 

18th  to  20th  Century  Watercolours  and  Drawings 

J.  S.  Maas  &  Co.  Ltd. 

15a  Clifford  Street,  New  Bond  Street, 
London  wi,  Tel:  01-734  2302 

English  Paintings,  drawings  and 
watercolours  1782-1920 

D.  M.  &  P.  Manheim 
(Peter  Manheim) 

69  Upper  Berkeley  Street, 
Portman  Square,  London  wi 
Tel:  01-723  6595 
Member  of  B.A.D.A. 

Specialist  in  Fine  English  antique  Porcelain, 
Pottery,  Delftware  and  Enamels 

Marlborough  Fine  Art 

6  Albemarle  Street,  London  wix  3HF 
Tel:  01-629  5 161,  Cables:  Bondartos 

Fine  Impressionists  and  20th  Century  Paintings, 
drawings  and  sculpture 

Marlborough  Graphics  Ltd. 

17-18  Old  Bond  Street,  London  wi 
Tel:  01-629  5161,  Cables:  Bondartos 

Contemporary  Graphics  and  Mulitiples 

Roy  Miles  Fine  Paintings  Ltd. 

6  Duke  Street,  St.  James's,  London  swi 
Tel:  01-930  8665;  Telex:  916187 
Gallery  hours:  Monday  -  Friday,  10-6 

English  and  European  Paintings 
of  fine  quality 

John  Mitchell  &  Sons 

8  New  Bond  Street,  London  wi 
Tel:  01-493  7567 

Old  Master  Paintings 

Gerald  M.  Norman  Gallery 

8  Duke  Street,  St.  James's,  London  swi 
Tel:  01-839  7595 

18th,  19th  and  20th  Century  English  and  French 
watercolours  and  drawings 


James  R.  Ogden  &  Sons  Ltd. 

42  Duke  Street,  St.  James's,  London  swiy  6dj 
Tel:  01-930  3353 

Specialists  in  Ancient  Jewellery ,  Jewellers  and 
Silversmiths  for  jour  generations.  Also  at  Flarrogate 

Omell  Galleries 

22  Bury  Street,  St.  James's,  London  swi 
Tel:  01-839  4274 

Fine  19th  Century  paintings  at  realistic  prices 

40  Albemarle  Street,  Piccadilly,  London  wi 
Tel:  01-499  3685 

20th  Century  British  and  European  Paintings 
and  Marine  Paintings  at  realistic  prices 

Parker  Gallery  (Estb.  1750) 

2  Albemarle  Street,  London  wix  3HF 
Tel:  01-499  5906 

Marine,  Military,  Topographical  and  Sporting 
Paintings,  Prints  and  Watercolours,  Old  Maps, 
Ship  Models  and  Curios 

David  Peel  &  Co.  Ltd. 

2  Carlos  Place,  Mount  Street,  London  wi 
European  works  of  art 

David  Pettifer 

269  King's  Road,  London  SW3  5 en 
Tel:  01-352  3088 

1 8th  and  early  19th  century  English  furniture 
Phillips  &  Harris 

54  Kensington  Church  Street,  London  w8 
Tel:  01-937  3133 

Selected  European,  Oriental  furniture  and 
works  oj  art 

Piccadilly  Gallery 

16a  Cork  Street,  London  wi 
Tel:  01-629  2875  and  01-499  4632 

British  Figurative  Painters,  International 
Symbolist,  Jugcnstil  Works.  Museum  quality 
British  and  Continental  Drawings 

H.  W.  Poulter  &  Son 

279  Fulham  Road,  London  swio 
Tel:  01-352  7268 

18th  Century  Chimney  Pieces,  Grates,  Fenders  and 
Chandeliers 

Prestige  Art  Galleries 

46  Rcguliers  Brcestraat,  Amsterdam, 
Holland 

Tel:  Amsterdam  240104 

Howard  Ricketts 

180  New  Bond  Street,  London  wiy  9PD 
Tel:  01-409  1971 

Fine  European  Arms  and  Armour 
Islamic  and  works  of  Art, 
Early  Photographic  Material 

Roland  Browse  &  Delbanco 

29  Cork  Street,  London  wi,  Tel:  01-734  7984 
19th  and  20th  Century  European  Paintings, 
Drawings  and  Sculpture 


Rumens  Antiques 

i  Market  Street,  Woodstock,  Oxford  0x7  isu 
Tel:  811618 

j  17th- 19th  century  Dutch  and  English  paintings 
and  watercoiours.  Early  English  porcelain,  small 
furniture  and  barometers 

Frank  T.  Sabin  Ltd. 

4  New  Bond  Street,  London  wi 
Tel:  01-499  5553 

English  Paintings,  Watercoiours  and  Fine 
Antiquarian  Prints 

The  Sladmore  Gallery 

32  Bruton  Place,  London  wi 
Tel:  01-499  0365 

lgtli  Century  Impressionists  and  Contemporary 
animal  sculpture,  Wildlife  and  sporting  paintings 

Spink  &  Son  Ltd. 

5-7  King  Street,  St.  James's,  London  swi 
Tel:  01-930  7888,  Cables:  Spink  London  swi 

Coins,  Medals  and  Orders,  Oriental  Art, 
English  Furniture,  Paintings,  Drawings, 
and  Silver 

Stair  &  Company  Ltd. 

120  Mount  Street,  London  wiy  5HB 
Tel:  01-499  1784/1785 

Fine  English  Furniture  and  works  oj  art  of  the 
ljth  and  18th  Centuries 


Robin  Symes 

3  Osmond  Yard,  Duke  of  York  Street, 
London  swi,  Tel:  01-930  9856/7 

Ancient  Art 

Alan  Tilman  (Antiques)  Ltd. 

9  Halkin  Arcade,  Motcomb  St.,  London  swi 
Tel:  01-235  8235,  Telex:  916151 

Antique  Paperweights  also  glass  from 

ljth-igth  Centuries,  including  English  and  French 

Cameo  glass 

Trevor 

24-25  Mount  Street,  London  wi 
Tel:  01-499  8228 

Important  stock  18th  and  early  igth  Century 
Furniture  and  Works  of  Art 

Tryon 

41-42  Dover  Street,  London  wi 
Tel:  01-493  5 161 

Sporting  and  Natural  History 
Pictures,  Prints  and  Bronzes 

Earle  D.  Vandekar 

138  Brompton  Road,  London  SW3 
Tel:  01-589  8411/3398 

Members  ofB.A.D.A.  and  C.I.N.O.A. 
Large  stock  of  Fine  Chinese,  Continental  and 
English  Porcelain  and  Pottery 


Weston  Gallery 

Weston  Longville,  Norwich,  Norfolk 

Tel:  Gt.  Witchingham  572  * 

Dutch  and  English  paintings  from 
17th-  19th  Century.  Norwich  School  and 
Dutch  Romantic  Masters 

Wildenstein  &  Co.  Ltd. 

147  New  Bond  Street,  London  wi 

Tel:  01-629  0602,  Cables:  Navild,  London 

Old  Master  and  Impressionist  Paintings 
and  Drawings 

Williams  &  Son 

2  Grafton  Street,  London  wix  3 lb 
Tel:  01-493  5751 

Fine  Traditional  paintings  from  the  19th  &  20th 
Centuries  always  on  view 

Temple  Willaims  Ltd. 

Haunch  of  Venison  Yard,  Brook  Street, 
London  wiy  iaf,  Tel:  01-629  i486 

Fine  Regency  Furniture,  Works  of  Art,  Valuations 

W.  H.  Willson  Ltd. 

15  King  Street,  St.  James's,  London  swiy  6qu 
Tel:  01-930  6463 

Fine  Stock  of  Antique  Silver 

Harriet  Wynter 

352  Kings  Road,  London  SW3 
Tel:  01-352  6494 

Antique  Scientific  Instruments  and  new 
and  old  books  on  the  subject 
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Jean-Charles  Meissmuei  (born  1848) 
Harbor  Scene.  Oil  on  canvas, 
21%"*  18%".  Signed. 


Portrait  of  a  Lady  with  Peaches. 

Early  18th  Century  oil  on  canvas  from  the 

school  of  Nicolas  de  Lareilliere.  32"x  2h". 


Ferdinand  Heilhuth 

(1826-1889) 

Roman  Salon. 

Oil  on  canvas,  6}4"x  SVi\ 

Sinned. 


Henri  Duvieux  (late  19th  Century) 

Piazza  San  Marco. 

Oil  on  canvas,  l53A"x  253A".  Signed 


CORINTHIAN  STUDIOS 

521  SUTTER  ST. /SAN  FRANCISCO  ,'CA  94102  /  (415)  362-071 7 •  20506  SARATOGA-LOS  GATOS  RD.  SARATOGA  'CA  95070   (408)  8674630 

WE  PURCHASE  INDIVIDUAL  ITEMS  OR  ENTIRE  ESTATES  WORLD  WIDE 


Rare  Tou  Ts'ai  Porcelain  "Birthday"  Plate, 
K'ang  Hsi  mark  and  period.  1 662-1 722  A. D. 
Diameter:  8tt  inches.  (21 .2  cm.) 
In  "Oriental  Ceramics:  The  World's  Great  Collections,' 
Vol.  8,  Musee  Guimet,  an  almost  identical  plate  is 
illustrated  on  a  full  color  plate.  No.  55,  from  the 
Grandidier  Collection. 

RAIPH  M.  CHAFF 

Galleries  Inc. 


ESTABLISHED  1910  WORKS  OF  ART  -  CHINESE  ART 

12  EAST  56th  STREET,  NEW  YORK,  N.Y  10022,  U.S.A. 
Telephone  Plaza  8-0937  Cables  "Rahma"  New  York. 

MEMBER  OF  THE  NATIONAL  ANTIQUE  AND  ART  DEALERS'  ASSOCIATION  OF  AMERICA,  INC. 


ALFRED  SPEELMAN 


ORIENTAL  ART 


Portrait  statue  of  Pal-dan,  Ye-she  Panchen  Lama.    Cloisonne  Chien  Lung  1736-95  Ht.  26  in. 
C.  F.  Field  Museum  -  Chicago,  U.S.A.  for  identical  figure 


Announce  the  opening  of  their  new  gallery 

129  MOUNT  STREET.  LONDON  W.L 
TEL:  01-499  5126 
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JEREMY  LTD. 

KING'S  ROAD,  CHELSEA,  LONDON,  S.W.3 

255  Cabks:  JERF.MIQUE,  LONDON,  S.W.3 

Telephone:  01-352  0644 
oi-35a  3" 2 7 

OPEN  ALL  DAY  SATURDAY 
M,-mbrrs  0r  The  British  Anii<|»<-  DeMm'  ^mirtiM! £td. 
FINEST  ENGLISH  AND  FRENCH  FURNITURE 


■ 

1 


a  .  nnn  Case  Clock  in  a  Hepplewhite  Baluster-shaped  case  veneered 
wit ^ahcWv ^  The  30  Day  Regulator  movement  by  Cragg  of  Southampton. 
w,th  mahogc ^^ay  ^       Clock  illust^ted  Dictionary  of 

English  Furniture  Volume  2.  Fig  65.  Pagel  02. 


BY  APPOINTMENT 
ANTIQUE  DEALER 
TO  H.M.  QUEEN 
ELIZABETH  THF 

QUEEN  MOTHER 


BY  APPOINTMENT 
ANTIQUE  DEALER 
TO  THE  LATE 
QUEEN  MARY 


<ffiare  &uj&6&  and  GmHtteiitat  c/itfiter,  cMcniaiiircA. 
Antique  ^eu>e£d,  &me  o/?iu0-2$oxe6 

We  need  urgently  the 
following  articles :- 
A  fine  Elizabethan  Tazza, 
two  pairs  of  seventeenth  century 
Pilgrim  Bottles  and  pairs  or 
singles  of  seventeenth  or  early 
eighteenth  century  Sconces. 


< 


a 


Valuations  for  Probate,  Insurance  and  Division 

Telephone:  01-629  6261    Telegraphic  Address  "Euclase  London  W.J" 


The  Antique  Porcelain  Company 

The  Antique  Company  of  New  York,  Inc. 


'ERY  RARE  MEISSEN  FIGURE  OF  AN  AFRICAN  SPRINGMOUSE 
lodelled  by  Johann  Joachim  Kaendler 
ite :  circa  1 734       Height :  27  cm 


Antique  Porcelain  Co.,  Ltd. 
49  New  Bond  St.,  London  W1Y  OHY 
Tel:  01-629  1254 


48  East  57th  Street, 
New  York  N.Y.  10022 
Tel.  212-758  2363 


The  Antique  Porcelain  Co.  AG 
Central  2,  Postfach  8021  Zurich 
Tel:  (01)  34  13  44 


-For  the  discriminating  collector  of  rare  mastervor^s... 


PETER  CARE) 


fSberoe 


EXTREMELY  RARE 
19TH  CENTURY 
ENAMEL  WATCH 

Exquisite  Diamond 
Medallion  has  centre  of 
outstanding  Rose-cut 
Diamond  weighing  ap- 
proximately 7  Carats 
and  surrounded  by  a 
field  of  Royal  Blue 
Enamel. 


.  mm 


RARE  ONE  OF  A  KIND  CIGAR  CASE  MADE  FOR  ROYALTY  BY  FABERGE 

Truly  Collector's  find  and/or  the  epitome  of  Lady's  evening  handbag.  Finest 
example  of  shaded  Enamel  sprinkled  with  9  oval  cabachon  Rubies  total  weight 
approximately  100  Carats.  Overall  length  8"  width  5%"  x  l1/^'  depth. 


FABERGE  SILVER  WOLF  RETRIEVING  QUARRY 

Extraordinary  Diamond-Eyed  Animal  graces  Siberian  Marble  base.  Quarry 
of  Fowl  with  Ruby  eyes  has  Sky-Blue  Enamel  and  Gold  collar.  Overall 
length  UVt"  x  5'/4"  x  1"  deep. 


^Intiouejevelrv; 


IMPORTANT  CARTIER  REPEATER 

Exquisite  Carriage  Clock,  Cartier.  Paris 
guilloche  Cobalt  Blue  Enamel  and  Gold 
on  its  Gray  Marble  Base,  small  Diamond 
Crown  motif  top.  Rose-cut  Diamond 
Hands.  White  Porcelain  Dial  encircled 
with  Diamond  Proverb:  LE  TEMPS 
PASSE  LES  PENSEES  RESTENT. 
Overall  height  4"  x  2V2"  wide  x  2" 


yU  North  Rodeo  Drive  *  Beverlv,  Mills,  Cal.9o2io  *  (213)  276-2009 
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Only  three 
paintings  have  ever 
been  auctioned  for 
over  £1,000,000. 


Metropolitan  Museum.New  York  TjUan;  Jhe  Dealh  of  Actaeon  So,d  in  197,  for  £1.680.000(54.065.600).  A  world  Sold  in  1976  for XI. 000.000 (SI. 780,000). 


record  auction  price  for  a  work  by  this  artist.  Now  in  the  National  Gallery.  London 

They  were  all  sold 
by  Christie's. 


Christie's.The  First  Fine  Art  Auctioneers  -  since  1766 

Christie,  Manson  &  Woods  Ltd. ,8  King  Street, St.  James's,  London  SW1Y  6QT,  England.  Tel:  (01 )  839  9060  Telex:  916429 
Christie,  MansonA  Woods  (USA)  Ltd., 867  Madison  Avenue,  New  York  10021.  New  York.  Tel:  744  4017.  Telex:  New  York  620721 


Winter  Sunshine   IWAN  F.  CHOULTSE  (Signed) 

Canvas:  25^  x  32  ins.  (65  x  81  cms.)    Framed:  32  x  38^  ins.  (61  x  98  cms.) 


\I.  NEW  MAN  LI  D.  43a  kl  STREET.  ST.  (AMES'S  AND  I  5  RYDER  STREET,  L<  ).\D(  >N,  S.W.I 
Telephone:  01-930  6068  Cables:  Newpic,  London,  S.W.I 

Member  of  the  British  Antique  Dealers'  Association  Ltd.  and  the  Society  of  London  Art  Dealers 


M.  Hex 


ewtnato 

I  N 70- 1 976 


The  Court  Barber   P.  J.  LEYENDECKER 
Signed  and  dated  MDCCCLXXV 

Canvas:  2i\  x  25*  ins.  (55  x  65  cms.)    Framed:  27  x  3  1  ins.  (69  x  79  cms.) 


By  the  Lock 
F.'  W.  WATTS 
Canvas:  34  x  50  ins. 

(86  x  127  cms.) 
Framed:  40  x  56  ins. 

(102  x  142  cms.) 


100  YEARS  OF  ART 
1830  -  1930 

These  pictures  and  those 
on  the  opposite  page 
are  included  in  our 
Exhibition  which  opens 
on 

10th  -  26th  November 
10  a.m.  -  5.30  p.m. 
Saturday  by  appointment 

A  fully  illustrated  catalogue 
is  available  on  request. 


M.  NEWMAN  LTD.  43A  DUKE  STREET,  ST.  JAMES'S  AND  1/5  RYDER  STREET,  LONDON,  S.W.I 
Telephone:  01-930  6068  Cables:  Newpic,  London,  S.W.I 

Member  of  the  British  Antique  Dealers'  Association  Ltd.  and  the  Society  of  London  Art  Dealers 


"Road  Past  The  View  II"  oil  on  canvas,  18"  x  30";  by  Georgia  O'Keefe  was  purchased 
for  "The  Chicago  Tribune's  Bicentennial  Art  Collection"  by  Jack  O'Grady  Gallenes,  Inc. 
The  entire  Chicago  Tribune  Bicentennial  Collection  including  other  paintings  by: 
Georgia  O'Keefe,  Bernard  Fuchs,  Jack  Levene,  Fritz  Scholder,  Aaron  Bohrod, 
Ancel  Nunn,  Mark  English,  Norman  Rockwell  and  Jo  Sickbert  are  now  available  for 
sale  exclusively  through  Jack  O'Grady  Galleries,  Inc.  Chicago. 
Please  call  for  further  information  and  prices. 


Jack  O  Grady  Galleries,  Inc  ,  333  North  Michigan  Avenue  Chicago,  Illinois  60601     312  726-9833 
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The  massive  and  ever-changing  stocks  of  fine  antique  furniture  at  Durwards  Hall  are, 
in  themselves,  a  permanent  antiques  fair  which  is  open  to  dealers  only  throughout 
the  year.  Top  quality  goods  in  showroom  condition.  Durwards  Hall  is  on  the  main 
A12  road  from  Europe  and  a  mere  fifty  minutes  from  London  by  rail.  Trains  are 
met  at  Witham  station  by  prior  arrangement  and  we  shall  be  pleased  to  help  dealers 
with  their  travel  arrangements. 


DURWARDS  HALL  .  KELVEDON  .  ESSEX  .  ENGLAND 
Telephone:  KELVEDON  70234/5/6 

■  ■ 


The  Inspiration  of  Nature 

Paintings  of  Still  Life,  Flowers,  Birds  and  Insects 
by  Dutch  and  Flemish  Artists  of  the  17th  Century 


Pieter  Claesz  (1597-1661) 


A  loan  exhibition  to  be  held  at  8  New  Bond  Street,  Wi 
from  27  October  until  13  November  1976 

Monday  to  Saturday  10  am  -  5  pm 

and  at  the  Drapers5  Hall,  Throgmorton  Avenue,  EC2 
from  17  November  until  1  December  1976 

On  Wednesday,  17  November  from  2.30-5  pm 
thereafter  10  am  -  5  pm  Monday  to  Friday.  Closed  Saturday 

To  accompany  the  exhibition  a  complete  catalogue  is  available 
Full  cloth  bound  cover,  approx.  64  pages,  23  plates  including  8  in  full  colour 
price  £2-00,  by  post  £2-50  Europe  £yoo  USA  airmail  $7-00 

Catalogues  are  sold  in  support  of  the  almshouses  of  the  Drapers'  Company 

John  Mitchell  &  Sons 

8  New  Bond  Street,  London  WiY  9PE 
Telephone  01-493  7567 


DORIS  WIENER  GALLERY 

will  reopen  in  new  quarters 
Fall  1976 

595  Madison  Avenue  at  57th  Street 
New  York  City  (212)  249-6750 
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^"oth  Anniversary  Exhibition 

DEGAS 

The  Complete 
Sculptures 

1 8th  November  — 
2  I  st  December  1 976 


ALEX  REID  &  LEFEVRE 
1926  —  197b 
To  celebrate  the  coth  anniversary 
of  the  Lefevre  Gallery, 
the  Directors  have  published  a 
commemorative  book  outlining  the 
history  of  the  firm  and  illustrating  some 
of  the  many  masterpieces  of  the  19th  and  20th 
centuries  that  have  passed  through  the  hands  of 
this  famous  London  Gallon  . 


LEFEVRE 


SPECIALISTS  IN  LINE  XIX  &  XX  CENTURY 
PAINTINGS,  DRAWINGS  AND  BRONZES. 
Al  EX  Rl  ID  &  LEFEVRE  LTD. 
jo  BRUTON  STREET,  LONDON  WiX  8JD,  ENGLAND. 
TELEPHONE  01-495  1  572/5. 
CABLES  DRAWINGS  LONDON  W.. 


THE  LITTLE  FOURTEEN  YEAR  OLD  DANCER. 
BRONZE,  WOOD  BASE. 
REWALD  XX.  59  INCHES  (99  cm). 
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THE  BRITISH  ANTIQUE  DEALERS' ASSOCIATION 

LTD. 


20  RUTLAND  GATE 
LONDON  SW7  iBD 
01  589  4128,  2102 


The  sign  of  the  BADA 
guarantees  the  probity  of  the 
dealer  and  a  fair  deal  for  the  buyer. 

Sell  to  a  member  and  avoid  some  auctioneers'  increased  charges. 

A  list  of  members  will  be  sent  free  on  receipt  of  a  stamped  and  addressed  envelope. 
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Richard  Ogden  has  consistently  maintained  that  Fine  Antique  Jewellery  is  a 
rewarding  investment.  Being  of  entirely  international  value,  it  has  the  edge  on 
shares  and  property;  making  a  most  precious  gift  to  be  worn  with  pride  and 
pleasure,  it  can  be  handed  on  as  a  family  heirloom  always  soaring  above  the 
whims  of  fashion. 

Famous  for  Fine  Jewellery  and  his  Ring  Collection,  Richard  Ogden  has  also 
established  a  special  Jewellery  Consultancy  Service  to  enable  you  to  Buy  or  Sell 
with  confidence  knowing  that  the  price  is  right.  His  shop  is  in  the  elegant  and 
historic  Burlington  Arcade  -  this  lovely  venue,  at  the  heart  of  London's  Jewellery 
Trade,  attracts  visitors  from  all  over  the  world  the  whole  year  round. 


RICHARD  OGDEN 

International  Jeweller 

28  &  29  BURLINGTON  ARCADE 
PICCADILLY  LONDON  WiV  oNX 

Telephones:  01-493  9136/7  &  6239 
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AUCTION  SALE  IN  PARIS 
PALAIS  GALLIERA 
Friday  26  November  1976  at  9  p.m. 
IMPORTANT  18th  CENTURY  PAINTINGS 


FRAGONARD  (Jean  -  Honore) 

"Portrait  of  a  young  woman"  canvas  (0,335  x  0,29) 
ex  collection  Prault,  1780 
ex  collection  Mme  J.  Porges 

(G.  Wildenstein:  Fragonard,  Phaidon,  1960  No.  270  of 
the  catalogue,  illust.  fig.  127) 


MERCIER  (attributed  to  Philippe) 

"Les  comediens  italiens"  canvas  (1,28x0,93) 

CANALETTO  (attributed  to  Antonio  Canal,  called  Canaletto) 
"San  Giorgio  Maggiore"  canvas  (0,355x0,425) 

Expert:  M.  TOUZET  Tel.  260.84.90  t 

a 

Viewing:  Thursday  25  from  9  p.m.  to  1 1  p.m.  J 
Friday  26  from  1 1  a.m.  to  5  p.m.  | 

Mes  G0DEAU,  S0LANET,  AUDAP  auctioneers  in  Paris 

32  rue  Drouot  75009  PARIS  T.770.15.53  &  67.68 
Telex  Drouot  270906 
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MeS  GODEAU,  SOLANET,  AUDAP  Auctioneers 

32  rue  Drouot,  75009  PARIS    Tel.  770.15.53,  67  and  68 
Telex  Drouot  270906 

DROUOT  RIVE  GAUCHE  (Gare  d'Orsay)  FRIDAY  26  NOVEMBER  1976 
at  2.30  p.m. 


ART  NOUVEAU 


-  ART  DECO 


from  the  collections  of  Galerie  du  L.  (due  to  change  of  address)  and  various 
other  collectors. 

Works  by: 

Joseph  BERNARD,  Sarah  BERNHARDT,  BENOUVILLE,  Carlo  BUGATTI, 
BUTHAUD,  CARABIN,  Paul  CHABAS,  CSAKY,  DALPAYRAT,  DECOEUR, 
DUNAND,  ERTE,  FREMIET,  GENSOLI,  GESMAR,  GOULDEN,  GUIMARD, 
HANKAR,  JORRAND,  LACHENAL,  LAMBERT  RUCKI,  LEGRAIN, 
LINOSSIER,  MARTEL,  MARCOUSSIS,  MASSIER,  Clement  MERE,  MIKLOS, 
MUCHA,  MULLER,  RUHLMANN,  SERRURIER  BOVY,  SOUDBININE, 
TAMARA  DE  LEMPIKA. 

Suite  by  RUHLMANN 

Exceptionally  fine  furniture  by  GUIMARD 


J.  DUNAND 


EXPERTS: 

M.  MARCILHAC 
T.  326.47.36 

Mile  THORNTON 

T.  522.33.69 


E.  FREMIET 


T.  de  LEMPICKA 


H.  GUIMARD 


Viewing:  Thursday  25th  November  2  to  6  p.m 


RICHARD  V  HARE 

ANTIQUES  INTERIORS 

By  appointment.  212/628-4440 

mail  address: 
130  east  75  street,  new  york.  n.y.  10021 


Oriental 
Art 


THE  LEADING  QUARTERLY  DEVOTED 
TO  ALL  FORMS  OF  ORIENTAL  ART 


The  most  authoritative  and  lavishly 
illustrated  articles  by  contributors  of 
international  repute  on  the  arts  of  the  Near 
and  Middle  East,  India,  South-east  Asia, 
China,  Japan  and  Korea  etc.,  appear  in 
ORIENTAL  ART — the  most  widely  read 
periodical  in  its  field. 

Other  informative  features  are  the  fully 
illustrated  Saleroom  Reports,  the  Report 
from  America,  the  scholarly  Book  Reviews, 
and  illustrated  reviews  of  important 
exhibitions. 

To  be  well-informed  on  Oriental  Art  a 
subscription  to  this  unique  Quarterly  is 
essential:  £6.00  per  annum  (U.S.A.  and 
Canada  $15.00,  airspeeded  $17.80). 

Dept.  C 

The  ORIENTAL  ART  MAGAZINE  LTD. 
12  Ennerdale  Road,  Richmond,  Surrey, 
England. 
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t  J  .  *J  .  WO  LPF  ( Antiqurs )  LTI3. 
One  of  the  most  comprehensive  collections  of  fine  Antique  English  Furniture 


825  MADISON  AVENUE     AT  69th  ST.      NEW  YORK,  N.  Y.  10021 
CABLES:  GENUINANT,  NEW  YORK 


(212)  879-3344 


A  rare  and  important  Queen  Anne  carved  and  giltwood  three-plate  Overmantle  with  painting  above 
The  triple  glasses  and  border  mirrors  having  original  bevelling 
T.  Circa  ...  1700 

The  superb  landscape  painting  attributed  to  Phillip  Roos,  called  Rosa  de  Tivoli  (1655-1705  ) 

Width:  66"     Height:  72" 


MEMBERS  OF  THE   BRITISH  ANTIQUE   DEALERS  ASSOCIATION.  LTD. 

THE  ART  AND  ANTlOUE   DEALERS   LEAGUE  OF  AMERICA.  INC 

THE   NATIONAL  A,NT,OUE  AND  ART  DEALERS  ASSOCIATION   OF  AMERICA., NC 


The  Hongs 
of  Canton 

Chinnery  School 

Oil  on  canvas,  17%  x  23%  inches 
Period  carved  teakvvood  frame. 
24  x  v29x/2  inches 
Painted  circa  1830 


The  American  flag  flies  at  center,  before 
the  Hong  of  Russell  &  Co.;  to  the  left  is 
the  French  Companie  des  hides  and  to 
the  right  the  British  and  Dutch  East 
India  Companies. 


Berry-Hill  Galleries 


Cables  BERRYHILL  NEW  YORK 
743  Fifth  Avenue,  New  York,  N.  Y.  1002-2  •  (U2P2)  753-8130 


27  MOUNT  STREET 
MAYFAIR 
LONDON  W.l 

Tel:  01-629  6448 


H.  W.  KEIL  LTD. 

Originators  of  the  famous  Keil's  wax  polish 


Specialists 
in 

Fine  Oak  &  Walnut 


Members  of  the 
B.A.D.A. 


A  17th  century  oak 
four  poster  bed  with 
carved  panelled  tester 
and  head  board.  The 
18th  century  oil 
painting  is  of  the  Duke 
of  Devonshire.  Stuart 
single  chair  with  cane 
back  and  seat  of  unusual 
design 


TUDOR  HOUSE 
BROADWAY 

WORCS. 
Tel:  038-681  2408 


Cheltenham  showrooms :  129/131  The  Promenade 
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BY  APPOINTMENT  ANTIQUARIES  OF  CHINESE  WORKS  OF  ART 
TO  HIS  LATE  MAJESTY  KING  GUSTAF  VI.  ADOLF  OF  SWEDEN 

BLUETT  &  SONS  ltd 

Oriental  Works  of  Art 

annoLince  an  exhibition 

"CALLIGRAPHY  AND  THE  DECORATIVE  ARTS 

OF  ISLAM" 

to  be  held  at  their  galleries  in  association  with  Axia  and 
Oriental  Art  Consultants 

llth-26th  November  1976,  Mon-Fri  10-5.30,  Sats.  10-1 


Islamic  candlestick,  brass  formerly  inlaid  with  silver  and  gold  of  which  only  a 
few  traces  remain.  Egypt,  Mamluk  period,  early  14th  century  A.D.  Ht.  14J  ins. 

"The  complex  surface  organisation  of  the  object  and  the  delicate  engraving  of 
the  patterns  exemplify  the  high  standard  of  workmanship  of  the  Mamluk  court 
workshops  active  in  the  early  14th  century  in  Cairo".  (Extract  from  the  catalogue) 

Fully  illustrated  catalogue  available  with  specialist  introductory  articles:  U.K. 
£4.50  (inc.  postage);  Europe  £5.00  (inc.  air  post);  outside  Europe  $10.00 
(inc.  air  post.) 

Member  of  The  British  Antique  Dealers'  Association 

48  Davies  Street  London,  -  -wiyild 

Telegrams:  "Chineceram,  London,  W.l"  Telephone:  01-629  4018  &  3397 


HEIIY1 

100  American  Drawings 
Loan  Exhibition  from  the  collection  of 
JOHN  DAVIS  HATCH 
Until  12th  November  1976 

Open  Mondays  to  Fridays  10.00  -  5.30 

Entrance  30p      Students  lOp      Catalogues  £1.50 

Tel:  01-493  0688  59  Jermyn  Street,  St.  James's  Cables:  Heimgal 

London  SW1Y  6LX  London 


XXI  Auction  Sale 

on  the  26th  and  27th  November  1976 

viewing  16th-24th  November  1976 

Fine  furniture  of  the  1 6th-1 8th  centuries. 
Tapestries  -  Silver  -  Jewellery  -  Faience 
Porcelain  -  Pewterware  -  Antique  Nomad  Rugs. 
Old  Master  Painting  -  Modern  Paintings 
Scientific  Instruments  and  Clocks. 

Illustrated  Catalogue  DM.  15 

Special  Exhibition  1st  November-1 5th  December  1976 
Tapestries,  Verdures,  and  Textiles. 

ERSTES  NURNBERGER  KUNST-  UND  AUKTIONSHAUS 

d*m.k  linger 

85  Nurnberg  -  Muhlgasse  1-5,  Telephone  0911-227698  W-Germany 
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BY  APPOINTMENT  TO 
H.M    QUEEN  ELIZABETH  THE  QUEEN  MOTHER 
JEWELLERS 
ASPREY  &  COMPANY  LTD  LONDON 


p  r^y 


BY  APPOINTMENT 
TO  H.M.  THE  QUEEN 
GOLDSMITHS  SILVERSMITHS  ft  JEWELLERS 
ASPREY  &  COMPANY  LTD  LONDON 


v  pair  of  George  III  antique  silver  soup 
jreens  decorated  with  shells  and  leaves 
/laker,  Robert  Garrard,  1802. 
'eight  7|  inches. 

Vidth  including  handles  13|  inches. 
Veight  188  ounces. 


ASPREY  &  COMPANY  LIMITED,  165-169  NEW  BOND  STREET,  LONDON  W1  Y  OAR.  TEL:  01-493  6767 

alternative  entrance  at  22  Albemarle  Street.  London  W1 

Telegrams:  Culleus  London  Asprey  S.A.  Geneva.  40  rue  du  Rhone.  Geneva.  Telex:  25110 

Telephone:  28-72-77 


WILDENSTEIN 

An  Exhibition  by  Contemporary  British  Artists  entitled 

VENICE  OBSERVED 


Images  of  Venice  by  living  artists,  whose 
works  will  be  for  sale  for  the  benefit 
of  The  Venice  in  Peril  Fund 

nth  November  -  ist  December 

Admission  free 

Weekdays  10  -  5.30  Saturdays  10  -  12.30 

147  New  Bond  Street,  London  Wi 


Phillips 


A  Senufo  tribal  dance  mask  from 
West  Africa. 


A  Chimu  silver  beaker,  decorated  with  double 

heads,  birds  and  a  decorated  band.  22  cms  high; 

10  cms  diameter  at  the  neck.  The  Chimu  were  a  pre-Inca 

civilization  renowned  for  their  work  as  silversmiths. 


To  be  included  in  a  sale  of  Ethnographical,  Oceanic,  Egyptian,  Tribal  and  Primitixe  Art 
on  Friday,  November  12,  1976. 

Phillips  the  Auction  People  since  1796. 7  Blenheim  Street,  New  Bond  Street.  London, W1Y  OAS. Telephone:  01-629  6602 

West  2, 10  Salem  Rd,    BtjwPtLisson  Grove,    W|js,10ldKingSt,    Midlands  I  he  Old  IW    North  Hopper  House.     Scotland  <i5  George  St.    alsoat  Dublin 
London \\ 2  4bT        London  NWI  61  A         Bath.  Avon  Knowle West  Midlands       17a  Last  Parade. Leeds     Edinburgh  LH2  2-11.       Geneva  and 

lei  01 221 5303       Tel  01  723  1118  Tel:  0225  310609     Tel  (150  45  0151  Tel:  0532 40029         lei 031 2252266  Montreal 


i  Members  of  the  Society  of  Line  Art  Auctioneers  1 
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El  Greco 


Domenikos  Theotokpoulos 

"El  Espolio"  (The  Disrobing  of  Christ).  Oil  on  panel,  28%  x  17%  inches. 
Executed  ca.  1580-1585  (Wethey  &  Gudiol);  ca.  1575-1579  (Cossio). 


M.Knoedler&Co.Jnc. 

19  &  21 E.  70th  St.  New  York  10021 
Telephone:  (212)  794 -0550 


ROMANTIC  AMERICA  painting  by  FELIX 


Kennedy  Galleries 

V^Jfounded^/1874  o/hy  h.  wunderlich      40  West  57th  STREET,  NEW  YORK,  N.Y.  10019  •  (212)  541-9600 


MOSES 


Pascal,  the  well-known 
California  glass  sculptor,  has 
now  turned  her  talents  to  a  new 
medium.  She  is  using  stainless 
steel  for  monumental  sculptures 
in  a  manner  which  causes  the 
new  medium  to  look  very  much 
like  the  glass  for  which  she  has 
been  well  known.  The  Moses 
shown  here  is  sixteen  feet  high 
and  has  been  commissioned  by 
Audrey  M.  and  Jack  H.  Skirball 
for  the  Hebrew  Union  College- 
Skirball  Museum,  Los  Angeles, 
California  90007. 

The  Moses  is  a  majestic  and  awe- 
inspiring  figure  which  will 
dominate  the  entrance  hall  of 
this  new  museum. 

—  Joseph  T.  Butler 
American  Editor 
The  Connoisseur 


MOSES  by  Pascal.  Commissioned  by  Audrey  M.  and 
Jack  H.  Skirball  for  The  Hebrew  Union  College, 
Skirball  Museum,  Los  Angeles,  California. 
Stainless  steel,  height  16  feet. 


Mary  Cassatt 

Baby  Bill  in  Cap  and  Shift,  Held  by  His  Nurse 

Pastel  on  paper,  1 67«  x  1 5 Vs  inches. 
Signed  lower  left,  "Mary  Cassatt"  circa  1890. 

Provenance: 

Private  collection,  Paris. 

Recorded: 

Oils,  Pastels,  Watercolors  and  Drawings,  A  Catalogue 
Raisonne  of  Mary  Cassatt  by  Adelyn  Dohme  Breeskin, 
Smithsonian  Institution  Press,  Washington,  1970, 
Page  96,  Number  182. 


Steven  Straw 
Company 


19th  and  20th  Century  American  Art 

34  State  Street,  Newburyport,  Massachusetts  01950 

Telephone  (617)  462-3171 


Charles  Brooking 

(1723-1759) 

Flagship 
Shortening  Sail 

Oil  on  Canvas,  15x13  inches. 
Signed.  A  rare  and  outstanding 
example  of  this  great  master's  work. 

Catalogs: 

Fully  illustrated  catalog 
of  maritime  arts  $4.00. 
Catalog  of  etchings 
(all  subjects)  $3.00. 

We  are  interested  in  purchasing  fine  paintings  by  American  and  European  Artists. 

The  Atlantic  Gallery  Director:  Malcolm  Henderson 

1055  Thomas  Jefferson  Street  N.W,  Washington,  D.C  20007  Tel.  (202)  337-2299 


Signature  Galleries 

Icebound  in  the  Arctic    oil  on  canvas,  42  x  71%  inches    signed  lower  right   ca.  1878 

WILLIAM  BRADFORD  (1827-1892) 

SIGNATURE  GALLERIES,  inc.  320  S.  Michigan  Avenue  Chicago,  III.  60604  (312)341-0636  Richard  H.  Love,  Director 

Original;  Courtesy  of  Kennedy  Galleries,  New  York 


JOHN  STOBART 

A  Unique  Collection  of  Important  American  Harbor  and  River  Port  Views  by  the  World's 
Foremost  Narrative  Marine  Painter.  Published  in  Signed  or  Remarqued  Limited  Editions. 

Prints  presently  available:  New  York  by  Gaslight,  Cincinnati,  Darien,  San  Francisco,  Nantucket,  Savannah  and 
New  Orleans.  (New  forthcoming  issue:  A  Pair:—  Georgetown  &  Alexandria,  to  be  published  November  1976) 

For  details  of  our  Full  Color  Collector's  Catalog,  Dimensional  and  Price  information  write:  — 


SUITE  502,  105  5  THOMAS  J  E  F  F  E  RSO  N  STR  E  ET  N.W.,  WASHINGTON,  D.C.  20007 


''Ohm 


A  LA  VIEILLE  RUSSIE 

781  FIFTH  AVENUE,  NEW  YORK,  N.Y.  10022  (212)  752-1727   •  ESTABLISHED  1851 


Catalogue:  The  Art  of  The  Goldsmith  &  The  Jeweler  $7.00  by  surface  mail 


T.  CROWTHER  &  SON  LTD 

Telephone:  282  NORTH  END  ROAD  Cable  Address: 

01-385  1375/7    FULH AM,  LONDON  SW6    Antiquity  London 


LEGEND:- 

A  Superb  Adam  Period  Carved  Statuary  Marble 
Chimneypiece  in  mint  condition. 

SIZES:- 

Leugth  of  Shelf  5'  lij" 
Total  Height  4  10k" 
Opening  Width  3  n\" 
Opening  Height    3'  75" 


An  EXHIBITION  OF  ENGLISH  &  DUTCH  WATERCOLOURS 

&  DRAWINGS 

including  a  group  of  paintings,  watercolours,  pastels  &  drawings  by  E.  W.  COOKE  R.A. 


Interior  Boston  Hall,  Lincoln 
^S*  John  Varlev  1803 


from  the  1st  November  to  the 

20th  November. 

10  a.m.-6  p.m.  Weekdays 

(Thurs.  7  p.m.). 

10  a.m.-l  p.m.  Sats. 


GIVEN  BY  MARTYN  GREGORY  AT  34  BURY  STREET,  ST.  JAMES'S,  LONDON  SW1. 

01-839  3731 

Please  note  my  CHANGE  OF  ADDRESS  &  TELEPHONE  NUMBER 

(I  am  interested  in  purchasing  works  by  British  artists  working  in  China  during  the  18th  &  19th  centuries) 


/>r//ur  r/s/r/r/f  /fy//  //ff 

f//sc/ /as,  <  j"/ / 


FIFTH  AVENUE  AT  59TH  STREET 
NEW  YORK.  N  Y.  10019 
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IVAN  MONEYBAG 
by  Carl  Faberge  (Ivan  Kalita, 
reigned  1328- 1341) 


tlv  Appeinlnitnl 

I  It  M.  Qmtn  Bitmbltk  11 

Jmrtm 


Hy  AppvinlintHl 

■  H  M  Qu„n  EtKob<ih 
lh,  A/Mhr 


14  Grafton  Street,  London  W.i.  TELEPHONES:  493  1141-2-3 
ESTABLISHED  1865 


rst  of  the  Gatherers  of  the  Lands  of  Russia,  Grand  Dukes  of 
uscovy  who  united  the  feudal  states,  the  last  of  whom  was 
an  the  Terrible.  He  was  a  celebrated  folk  hero  and  miser, 
10  nevertheless,  it  is  traditionally  held,  gave  alms  to  the 
or.  This  fully  signed  silver  portrait  of  Ivan  is  modelled 
a  moneybag  in  the  Old  Russian  style,  and  is  set  with  two 
bochon  emeralds  and  a  ruby  and  gilded  within. 
:ight:  6\  inches. 


1_ 


N 


ewl&rks 

Hotel  Pierre. . .  .where 
you  are  surrounded 

by  the  best, 

inside  and 


Overlooking  Central  Park.  The  hotel  in  the 
European  tradition  of  excellence  and  personal 
service. 

For  reservations  and  information  call 
212-838-8000. 


Aj01W 


FIFTH  AVENUE  ft  bist  STREET  •  NEW  YORK,  N  Y  10021 

MANAGED  BrTRuST  HOUSES  FORTE,  110 


WEISBROD  & 
DY  LTD. 

Fine  Oriental  Works  of  Art 

DIRECTORS:  GERALD  I.  WEISBROD,  M.D., 
MICHAEL  B.  WEISBROD,  ESQ. 


Rare  Cloisonne  Incense  Burner  "Fang  Ting" 
Ching-T'ai  Mark 
17th  Century  (2nd  Half) 
Height:  14£  in. 


120  YORKVILLE  AVENUE 
TORONTO,  M5R  1C2,  ONTARIO,  CANADA 
PHONE  (416)  921-4396 

MONDAY -SATURDAY 
10.30  am -5.30  pm 
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PHILLIPS  of  HITCHIN 

(ANTIQUES)  LTD.  ^\ 

^Jfilcliin, 


^^feviforcisL 


ire 


Telephone  Hitchin  2067  STD  0462  2067 
Cables  Phillips  Hitchin 


A  late  iSth  century  mahogany 
Cumberland  dining  table  which, 
zvith  its  many  leaves,  can  assume 
several  different  sizes  and  even 
divide  into  tzvo  separate  tables. 

Fully  extended,  as  illustrated 
here,  the  sizes  are : — 

Length  -  II  3"    343  cm. 
Width  -   4'  1"    124.5  cm- 


From  our  collection  of  17th  and  18th 
century  English  furniture  displayed  in 
the  eighteen  period  rooms  of  a  Georgian 
manor  house  only  1  hour  from  London 
by  the  Ai  or  about  40  minutes  by  train 
from  London  (Kings  Cross);  trains  can  be 
met  by  arrangement. 


Members  of  the  British  Antique  Dealers'  Association. 


In  Bniton  Street 

Algernon  Asprey 


A  George  III  mahogany  kneehole  writing 

table,  with  one  long  drawer  and  six  smaller 

drawers     flanking    a     central  recessed 

cupboard;  the  finely  matched  veneers  have 

faded  to  a  mellow  hue  and  the  handles  are 

original.  Circa  1770. 

Height:  31" 

Width:  36" 

Depth:  21" 

On  the  writing  table: 

A  mid-18th  century  walnut  bracket  clock  by 
John  Fladgate,  London. 
Height:  12" 


Members  of  the  British  Antique  Dealers  Associatior}  Ltd. 


ALGERNON  ASPREY,  27  BRUTON  STREET,  LONDON  W1X  8HA. TELEPHONE:  01-629  2608.  CABLES:  ALGYASPREY  LDN. TELEX:  21142 


J.  &  H.  HARDEN 

ANTIQUAIRES 


Pieta  -  Alabaster  -  Rhineland  -  XVth  century  -  H.  15|'  (39  cm)  x  W.  12J"  (32  cm) 


EARLY  EUROPEAN  SCULPTURES  ■  FURNITURE  ■  OBJECTS  1  WORKS  OF  ART 

62  TREMELOBAAN,  2850  KEERBERGEN,  BELGIUM.  Telephone:  015  512646 
Exhibitor  Euro-Antique  Fair    •    Maastricht    •    20-28  November  1 976 


The  Pilgrim  Girl,  by  Pietro  Rotari 
(Verona  1707-1762  St.  Petersburg). 

Pastel  on  canvas,  70  x  55.5  cm. 
From  the  Royal  Saxonian  collections. 

BRIENNER  STRASSE  25 
8000  MUNICH  2,  WEST  GERMANY 
Tel:  (089)  55  52  29  Telegrams:  Paintings 


KUNSTHAUS  LEMPERTZ 


est.  1845 

Robert  Theer  (1808  -  1863  Vienna) 
signed  on  the  right  Ivory  Miniature  16.1  cm  x  12.1  cm. 


Thomas  Hargreaves  (1775- 1846 
Liverpool)  signed  and  dated  181 9. 
Ivory  miniature  10.2  cm.  x  8  cm. 


-  — - 


Moritz  Michael  DafRnger  (1790- 
1849  Vienna)  signed  on  the  right. 
Ivory  miniature  8.2  cm.  x  6.8  cm. 
In  original  green  leather  case. 


from  a  collection  ^Q^^^^^s^  °f  24°  very 
important  miniatures 
and  gold  boxes.  Auction  on  24th  November  1976. 

555  Lempertz  Fine  Art  Auction 

24th  —  27th  November  1976 

PAINTINGS  -  SCULPTURE  -  OBJETS  D'ART  -  MINIATURES  AND  GOLD  BOXES 

554  LEMPERTZ  AUCTION  FAR  EASTERN  ART  12th  November;  China  -  Japan  -  South  East  Asia. 
556  LEMPERTZ  AUCTION  MODERN  ART  3rd  December;  Paintings  -  Watercolours  -  Sculpture  -  Engravings. 

PLEASE  WRITE  FOR  OUR  CATALOGUE 

5000  KOLN  1.  NEUMARKT  3.  WEST  GERMANY.  TEL:  21  02  51 
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A  richly  decorated  silver  coffee  pot 

of  exceptional  size,  measuring  1 3  inches  high 

with  a  capacity  of  over4  pints. 

Maker  Jonathan  Swift.  DateGeorge  II,  1750. 


BY  APPOINTMENT  TO  HER  MAJESTY  THE  QUEEN 
GOLDSMITHS  4  CROWN  JEWELLERS.  GARRARD  4  CO  LTD.  LONDON 

GAR  RAR  D 

The  Crown  Jewellers 


112  REGENT  STREET    LONDON  W1AUJ    TELEPHONE:  01-734  7020 


At  London's  oldest  print  and  picture  dealers  Founded  1750 


A  Drummer,  Private  and  Sergeant  Major         size  mounted  20"  x  24\" 

of  the  Grenadier  Guards  and  Pipe  Major  of 

the  Scots  Fusilier  Guards. 

A  coloured  lithograph  by  G.  H.  Thomas 

1861. 


Capture  of  the  French  Frigate  Clorinde  by  H.         "ze  mounted  14-  x  16\" 
M.  Frigates  Eurotes  and  Dryad,  25th -26th 
February  1814. 

A  coloured  aquatint  by  T.  Sutherland  after  T. 

Whitcomb.  Published  by  Jenkins  1817.  ✓THBn. 


The 


Parker 
Gallery 


2  Albemarle  Street,  Piccadilly,  London  W1X  3HF 
Phone  01-499  5906-7 

Hours  of  Business  Mon.  to  Fri.  9.30  5.30  Closed  on  Saturday.       Catalogue  on  request. 


41  EAST  57th  ST.,  NEW  YORK,  N.  Y.  10022 
(212)  PL  3-2166 
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anuscripts.  Myths,  and  Medieval  Feasts 


THE  FARNESE  HOURS 

Introduction  and  commentaries 
by  WEBSTER  SMITH 


Of  the  glorious  pages  in  this  newest  addition  to  our 
Library  of  Illuminated  Manuscripts,  with  its  rich  and 
elaborate  mixture  of  figures  from  classical  myths 
as  well  as  from  the  Old  and  New  Testaments,  Vasari 
said:  "This  is  one  of  the  greatest  things  that  mortal 
hand  could  do  or  mortal  eye  could  behold." 

Slipcased       64  plates  October 

4  colors  plus  gold  $25  00  pre-Christmas 

$30  00  thereafter 

FABULOUS  FEASTS. 

Medieval  Cookery 
and  Ceremony 

by  MADELEINE  PELNER  COSMAN 

What  steaming  specialities  appeared  on  the 
medieval  table9  How,  when  and  what  did  people  eat? 
Intriguing  questions  which  are  answered  in  a 
fascinating  and  often  riotous  fashion.  Also  included 
in  this  volume  are  some  one  hundred  recipes  for 
the  adventurous  modern  chef  who  would  like  to 
delight  his  or  her  guests  with  a  "Medieval  Feast." 


284  pp 


24  color  plates 

64  black  and  white  illustrations 


November 

$19.95  pre-Christmas 
$25  00  thereafter 


RETURNING  HOME: 
Tao-Chi's  Album  of  Landscapes 
and  Flowers    Introduction  and 
commentaries  by  WEN  EONG 

A  collection  of  twelve  calligraphic  poems  and  twelve 
paintings.  Tao-Chi's  wistful  odyssey  engages  our 
emotions  as  fully  as  his  mastery  of  the  brush  excites 
our  admiration. 


92  pp  12  calligraphic  poems 

Slipcased       12  paintings 
6  colors 


Ociober 

$15  00  pre-Christmas 
$17.50  thereafter 


JOSEPH  CORNELL 

by  DIANE  WALDMAN 


Using  commonplace  materials  that  compose  our 
daily  lives— thimbles,  eggshells,  mirrors,  and  maps 
among  them— Cornell  created  his  famed  shadow 
boxes  and  collages  which  draw  us  instantly  into  a 
magical,  fairy  tale  world,  one  which  reminds  us  of 
the  strangeness  of  the  familiar  and  the  odd  familiarity 
of  the  strange— and  of  a  world  we  thought  we  knew. 

128  pp. 


55  color  plates 
64  black  and  white 


Spring  1977 
Paper  $  9  95 
Cloth  $17  50 


THE  MEDIEVAL  HEALTH 
HANDBOOK 

Introduction  by 

LUIS  A  COGLIATl  ARANO 


Just  published,  THE  MEDIEVAL  HEALTH  HAND- 
BOOK is  a  delightful  and  often  droll  manual  of  sage 
advice  concerning  "the  six  things  that  are  necessary 
for  everyone  in  the  daily  preservation  of  health." 
Love  life  need  a  lift?  Try  asparagus.  Suffering  from 
tired  blood?  Consider  roast  beef  and  wine.  And  all 
of  this  advice  is  lavishly  illustrated. 

Slipcased       48  color  plates  $25  00 

243  black  and  white  plates 


JAMES  ENSOR 

by  DAVID  FARMER 


Ensor  has  been  called  the  first  great  Flemish  artist 
since  Rubens.  His  is  an  art  of  great  originality  and 
expressiveness  in  which  landscapes  and  still  lifes  of 
intense  beauty  embody  the  artist's  delight  in  the 
things  of  this  world,  while  scenes  of  death  evoke  his 
tormented  sense  of  their  emphemerality. 

In  association  with  The  Art  Institute  of  Chicago  and 
the  Guggenheim  Museum. 

128  pp.  52  color  plates  November 

65  black  and  white  illustrations     Paper  $  9  95 


Cloth  $17.50 


ROMANESQUE  ART  (Selected  Papers:  Vol.  I) 

by  MEYER  SCHAPIR0 

Meyer  Schapiro,  art  historian,  lecturer,  and  legendary  teacher,  who  has  held  both 
academic  and  popular  audiences  spellbound  with  his  learning  and  eloquence,  has 
now  had  his  writings  collected  for  publication  in  book  form.  ROMANESQUE  ART  will 
be  of  interest  not  only  to  students  of  the  history  of  art,  as  well  as  medieval  history  and 
culture,  but  also  to  all  readers  concerned  with  the  broadest  problems  of  aesthetics, 
the  history  of  ideas,  and  the  sociology  of  art  and  religion. 

320  pp      240  illustrations  December 

$30.00 


Qeorge 
TSraziller, 

Inc.  One  Pcirk  Ai<e. 

NewMbrk,  NY 10016 

Write  department  CM  tor 
a  complete  catalog  of 
Illuminated  Manuscript 
facsimile  editions. 


yorcas  Ltd. 

Member  of  the  DADA  Ltd. 


A  fine  Flemish  Oudenarde  Feuille  de  Choux 
tapestry  panel  of  the  early  part  of  the  16th 
cent.  c.  1550  with  green  foliage  on  a  beige 
ground.  In  the  centre  a  flowering  bush  set 
against  green  leaves  with  a  lion  and  stag, 
butterflies,  birds  etc.,  in  shades  of  brick,  a  pea- 
cock in  the  foreground  and  a  castle  with  hills, 
mountains  and  village  in  the  high  background. 
In  shades  of  green,  yellows,  beige,  ivory  brick, 
etc.,  enclosed  within  its  own  original  border. 

Size  9ft  1  in.  high  x  5ft  wide.  2m74cms  x  1  m52. 

Excellent  condition. 

38  Jermyn  Street  St.  James's 

London  S.W.i.    Telephone:  01-629  4'95 


In  Washington,  D.C. 


Remembrances 
of  things  past 
in  a  hotel  of 
great  presence 

The  Madison  was  conceived  and  is  conducted 
upon  the  premise  that  good  taste  is  still  appreciated, 
that  superior  service  is  still  in  demand,  that  travel 
accommodations  can  be  as  distinctive  and  comfort- 
able as  those  of  a  fine  home. 

As  a  complement  to  and  statement  of  that  phi- 
losophy, we  have  appointed  public  rooms  with  one  of 
the  finest  collections  of  18th  century  English  furni- 
ture and  graced  their  walls  with  significant  original 
oil  paintings.  The  Madison's  impressive  collection  of 
porcelain  bird  sculptures  by  Edward  Marshall  Boehm 
is  also  installed  for  viewing  by  guests  and  visitors. 

The  treasures  housed  by  the  Madison  are  but 
one  element  of  the  Madison  experience — treasured 
by  all  it  encompasses. 


Member,  Leading  ~Hote\s  of  the  World 

THE  MADISON 

Washington's  Correct  Address 
1  5th  &  M  Streets,  Northwest 
Washington,  D.C  20005 

Phone  (Toll-free)  800-424-8577 
or  HRI  212-838-3110  (Call  Colleen 
or  see  your  travel  agent 

"Marshall  I).  Coyne,  Proprietor 
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THE  CONSARTIUM  LTD 

SELECT  EARLY  EUROPEAN  ANTIQUE  FURNITURE  AND  WORKS  OF  ART 


2009  WASHTENAW  ■  ANN  ARBOR,  MICHIGAN  48104 

(313)  994-5584  ■  BY  APPOINTMENT 


i 


MUNICH  DEALER 

seeks  Agent  for  Continental 
Antiques  in  Southern  England 

All  correspondence 
in  English  or  German. 

Apply  Box  No.  5 


The  Rabbit  Hunters  Oil   16"  x  26" 


WILLIAM  R.  LEIGH,  N.A. 

(1866  - 1955) 


505/982  4631   I  ^1  ^  1 XI  1X1 

1075  Paseo  de  Peralta   *  ^-A  ^ 

Santa  Fe,  New  Mexico  87501  GALLERIES  LTD. 


The  Water  Girl   Oil   33V2"  x  22" 
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Member  British  Antique  Dealers  Association 


Fine  Eighteenth  and  Early  Nineteenth 
Century  Furniture  and  Works  of  Art 

f>7-70  CHALK  FARM  ROAD  •  LONDON  NWl 
01-485  1504  01-267  2767 

\  ,  / 


PHILIP  ANDRADE 

LIMITED 

Member  of  The  British  Antique  Dealers'  Association 


George  II  Red  Walnut  Bookcase. 
Height  8'  5",  width  5'  5". 


6,  7  &  8  BORINGDON  VILLAS,  PLYMPTON 
PLYMOUTH,  DEVON 

Plymouth  337952 


COLNAGHI'S 


Photography 

The  First  Eighty  Years 


27  October  -  1  December 
Fully  illustrated  catalogue  available  £5 


14  Old  Bond  Street, 
London  Wl 

01-491  7408 


Mon-Fri  9.30-6.00 


Sats  10.00-1.00  p.m. 


ROBERT  DEM  ACHY  1859-1936 
Tomb  surrounded  by  Cyprus  trees,  near  Cannes. 
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HOTEL  PIERRE,  795  FIFTH  AVENUE-NEW  YORK       VIA  CONDOTTI  10-RC  86,  RUE  DU  RHONE-GENEVE 


The  world's  most 
exclusive  place  to  dine  is 
way  above  the  others. 


Pan  Ann's  big 747s  have  a  First 
Class  dining  room  upstairs-theoniy 
one  in  the  air. 

It's  like  a  real  restaurant,  with 
tables,  table  service  and  the  sort  of 
food  you 'd  expect  i  n  a  top  restau  - 
rant.  Try  freshly  cooked  Roast  Beef, 
carved  at  your  table.  There's  a  full 
menu,  accompanied  by  a  choice  of 
fine  wines. 

Like  all  the  best  restaurants, 
you  have  to  book  early.  So  ask  your 
Travel  Agent  to  reserve  vour  table 
when  he  books  your  flignt  across  the 
Atlantic. 

It's  all  part  of  Pan  Am 's  World . 
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' A  man  has  the  right  to  know  j 
what  goes  into  the  Scotch  he  drinks." 

KmS  —Sir  James  Buchanan 


"At  the  House  of  Buchanan, 
we  still  believe  and  blend  as 
my  grandfather  did. 

"It  is  a  family  tradition. 

"A  matter  of  family  pride. 

"Pride  in  the  excellence 
of  the  blend  which  bears  my 
grandfather's  name  and  mine, 
Buchanan's  12. 


Sir  James  Buchanan  (Lord  IVoolarington) 
1849-1935  Founder  of  The  House  of  Buchanan 

"That  is  why,  unlike  any 
premium  blended  Scotch  whisky 
ever  sold  in  America,  we  take 
pride  in  naming  the  principal 
single  malts  which,  among  other 
exceptional  whiskies,  go  into 
our  blend. 

"If  you  know  fine  Scotch, 
you  will  recognize  them  all. 

"The  selection  is  choice. 

"Limited  to  1 2  'Ideals'. 

"Each  the  product  of  an 
old,  established  and  well 
respected  distillery. 

"Each  and  every  one,  from 
Balmenach  through  Teaninich, 
is  a  Highland  whisky. 

"And  two,  Cragganmore 
and  Dailuaine,  are  cherished 


blended  Scotch  with  'a  heart  of 
Highland  whiskies'. 

"You  will  find  it  as  it  was 
when  it  began: 
"Subtle. 
"Light. 

"But  with  tempered  mellow 
ness  in  both  body  and  bouquet. 

"In  your  country,  it  is  dearly 
priced.  And  in  limited  supply. 

"So  limited  that  I  invite  you 
to  call  this  toll  free  number  to 
obtain  assistance  in  locating 
the  Buchanan 's  12  purveyors 
nearest  you. 

"800-243-9188. 
"Because  we  neither  can,  nor 
will,  mass-produce  the  Scotch  that 
bears  my  grandfather's  name. 
"And  mine." 


products  of  the  famed 
Glenlivet  region.  "j^^g*' 
"Together  they   v\i  j^-' 
combine  to  make 
Buchanan 's  12  the  1 2-year-old 


Buchanans  i2.The  Blend  of  Ideals. 


iBlended  Scotch  Whisky  86.8  Proof ,  Hcuhlan,  Inc.  Hartford, Conn. 


Don't  You 
Deserve  the  Best? 

We  know  we've  got  a  satisfied  guest  when  he  returns  to  us 
again  and  again.  And  our  guests  do  keep  coming  back  to 

The  Peninsula,  Hong  Kong's  most  luxurious  hotel  J 

and  one  of  the  world's  finest. 
Our  guests  demand  the  best.Don't you  deserve  it? 
The  Peninsula,  Hong  Kong. 
Cable:  PENHOTE  Hong  Kong 
Telax:  73321  PEN  HX 
Telephone:  3-666251 

THE  PENINSULA 

HONG  KONG 
Member  of  The  Peninsula  Group 
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frank  McCarthy 


From  the  Rim" 


Frank  McCarthy 


FEATURED  ARTISTS: 

Stan  Borack 
Gary  Carter 
Roger  Cooke 
Don  Crowley 
Juan  Dell 
Chuck  DeHaan 
Don  Doxey 
John  Falter 


Frank  McCarthy,  a  transplanted  easterner, 
captures  the  spirit  and  the  authenticity  of 
the  early  days  of  our  great  nation  in  his 
masterful  renditions  of  the  west  as  once 
it  was. 


Edward  J  Fraughton 
Arnold  Friberg  R.S.A. 
Joe  R.  Grandee 
Carl  Hantman 
H.  Grant  Kinzer 
John  Kittelson 
Floyd  Lott 

Frank  McCarthy  C.A. 


Newman  Myrah 
Kenneth  Riley  N.A.  W. 
Russ  Shears 
Robert  Summers 
Ray  Swanson 
Barbara  Vaupel 
Russ  Vickers 
Ralph  Wall 


"Where  the  West  is  a  Fine  Art" 


P.O.  Drawer  D  /  Sedona,  Arizona  8d336 
Telephone:  (602)  282-7489 


\*  Lsberq 

|f      FINE  ARTS  I  GALLERY 


Palma  il  Giovane.  Sketch  for  the  Resurrection. 


Catalogue  57  of 
MASTER  DRAWINGS  AND  PRINTS 
from  a 

distinguished  European  collection 


Works  by 

BRUEGEL  DUERER  CRANACH  REMBRANDT 
RUBENS  GOYA  MANET  REDON 
TOULOUSE-LAUTREC  PICASSO  VILLON 


Catalogue  $5.50  postage  included 
Prepaid  orders  only 


On  Exhibition  at  the 

WILLIAM  H.  SCHAB  GALLERY,  INC. 

37  West  57th  Street,  New  York,  N.Y.  10019 
9th  floor,  Tel.  (212)  758-0327 


U  K  V  (  )  U     P  O  yV  yV  H 

( AXTIQrKS) 

Ma  n  ok   I  I  oj  \s  k 

W  1  l/V^  I  i  (  U  K2 

TELGPHO.VK    SKBXi)  499  TK1.KX  :   449814  LtXTIUI  AKK) 
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The  Carrington  Festival  of  Wine 

November  2nd-27th 


m 


You  are  invited  to  visit  an  especially 
interesting  Exhibition  in  the  Camngton 
Showroom  of  antique  and  modem 

silver  designed  to  enhance  the 
enjoyment  of  wine.  Goblets,  claret 
jugs,  wine  tasters,  coasters, 
labels  and  funnels  will  be  among 
the  pieces  on  display 
The  Exhibition  is  being 
held  in  association  with 
Justenni  &.  Brooks  Ltd. 


9V* 


These  Victorian  silver-gilt  mounted  glass  Claret  Jugs 
are  both  fry  Reily  &  Storer.  That  on  the  left  was  made 
in  1851  and  the  other  is  four  years  older. 


w 


CARRINGTON  only  at  130  Regent  Street,  London  W1R  6HU.  Telephone:  01-734  3727 


Brussels  Teniers 

Mid-eighteenth 

century 

Height:  8  feet  5  inches 
Width:  11  feet  1  inch 


D  Marvin  Kagan,  Inc. 

Gallery  of  Antique  Rugs  and  Tapestries 


991  Madison  Avenue,  Sew  York,  N.Y.  10021  •  (212)  535-9000 
Opposite  the  Parke-Bemet  Galleries. 

We  are  always  interested  in  purchasing  fine  rugs  and  tapestries. 


Export  to  Europe  by  Advertising  in 

GUIDE  EMER  1977-78 

To  appear  April  1  977 
Europe's  Leading  Directory 

Over  70,000  names  and  addresses  listed 
by  countries,  towns,  streets,  and  classifications. 
New  Map  sections. 

For 

Antique  Dealers 

Amateur  Collectors 

Picture  Galleries 

Antiquarian  Booksellers 

Restorers,  Trade  Suppliers, 

Packers,  Transporters,  etc. 

Advertising  Rates  available  from 

G.  Gillingham  4  Crediton  Hill  London  NW6  iHP 

Tel.  01-435  5^44     Pre-publication  price  £9.50  post  paid  (U.K.  and  Eire) 

Please  send  payment  with  order 

Everybody's  key  to  the  Treasure  Houses  of  Europe. 
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J.  KUGEL 


Portrait  by  Pierre  Louis  Bouvier  (1  766-1 836)  representing  his  niece,  Melle  Caroline  Ducloux.  Painted  in  Paris  in  1  81  5.  H.  62  cm  B.  53  cm. 


Upright  Internal/External  Form 
bronze,  cast  2/7,  height  9" 
Henry  Moore  1951 

Bruton  Gallery 

Bruton  Somerset  BA10  OAB  England 
telephone  Bruton  (074  981)  2205 


European  Sculpture 
of  the  19th  and  20th  century 


Ayrton 

Degas 

Barye 

Epstein 

Bourdelle 

Kolbe 

Carpeaux 

Maillol 

Dalou 

Moore 

Daumier 

Rodin 

Drawings  and  watercolours  by 
Constable,  Derain,  Giacometti, 
Wyndham  Lewis,  Picasso,  Rodin, 
Sutherland  and  Tchelichev. 
Graphics  by  Goya,  Picasso  and  Rouault 


The  3rd  Annual 
World  Antiques  and  Fine  Arts 
Market  Conference 

New  York  City,  January  21-22,  1977 

Once  again  organized  and  sponsored  under  the  auspices  of 

Snttrjue  Jlontfjlp 

in  cooperation  with  The  East  Side  House  Settlement  Winter  Antiques  Show 

At  the  conference  you  will: 

—  Meet  the  prime  movers  of  the  industry 

—  Get  experts'  opinions  about  the  future  of  the  industry 

—  Find  the  best  ways  to  protect  your  collection  .  .  .  your  investment 

—  Become  more  aware  of  the  marketplace  and  how  it  affects  you 

—  Discover  the  best  ways  to  buy  and  the  best  places  to  sell 

—  Be  among  dealers,  collectors,  beginning  students,  experts 

The  impressive  group  of  speakers  you'll  want  to  hear  and  talk  with  includes 
such  distinguished  gentlemen  as: 

The  Hon.  Desmortd  Guinness — President,  The  Irish  Georgian  Society, 
noted  lecturer,  author,  and  authority  on  Palladian  Architecture. 

Dr.  Robert  Bishop  -  One  of  the  most  respected  authorities  on  American 
Antiques,  author,  and  Museum  Editor,  Henry  Ford  Museum. 

John  Richardson  -  Picture  expert,  recent  consultant  to  the  U.S.  tour  of 
the  famous  collection  of  Russian  pictures  from  the  Hermitage  Museum 

in  Russia. 

John  Bly  -  Noted  author  and  lecturer,  authority  on  Antique  Furniture 
and  Silver,  regular  radio  and  television  host  in  England. 
• 

In  all,  our  1977  conference  will  provide  a  complete  picture  of  the  Fine 
Arts  and  Antique  Market.  We  hope  you  will  be  there  to  expand  and  share 
your  knowledge  with  others. 


The  Third  Annual  World  Antiques  and  Fine 
Arts  Market  Conference  begins  at  9:00  on 
January  21,  1977  at  the  Pierre  Hotel,  Fifth 
Avenue  at  61st  Street,  New  York,  New  York 
10021. 

Delegates  and  conferees  may  pick  up  their 
conference  literature  and  documents  at  8:00 
AM  on  January  21st. 

The  fee  for  the  two  full  day  sessions  is  $200 
($175  paid  prior  to  Dec.  15)  and  included  all 
lunches,  refreshments  cocktails  and  post- 
conference  documentation.  PLUS  a  ticket  to 
the  East  Side  House  Settlement  Winter 
Antique  Show  and  Patrons  Showing  on 
Friday,  Jan.  21,  1977  at  5:00  P.M. 

Due  to  space  limitations  -  registrations  WILL 
be  limited.  To  reserve  your  space  be  sure  to 
mail  the  registration  certificate  today.  Send  a 
check  now  (fully  refundable  until  January  15, 
1977)  or  we  will  be  glad  to  bill  you. 


SOME  CONFERENCE  HIGHLIGHTS 

Internationally  known  authors,  collec- 
tors, dealers,  financial,  insurance  and 
taxation  experts  will  discuss: 

The  Economics  of  Collecting 

Auctions 

The  American  Market  Place 

Cooperative  Buying 

Legal  Aspects  of  Building  A  Collection 

Economics  of  the  International  Market 

Taxation  and  the  IRS 

Legislation 

Insurance 

Banking  Regulations  and  Finance 

Trends  In  Collecting 

And  many  more  pertinent  subjects 


THE  3rd  ANNUAL  WORLD  ANTIQUES  AND  FINE 
ARTS  MARKET  CONFERENCE 


Conference  Registration 


Send  to:  Antique  iil01ltl)lp 


P.O.  Drawer  2 
Tuscaloosa,  Alabama  35401 


□  $175  Check  Enclosed 

□  Bill  me  for  only  $175 
(Prior  to  December  15, 
1976) 

□  Bill  me  after  Dec.  15, 

1  976  for  the  full  $200. 


Yes,  please  register  me  for  The  3rd  Annual  World  Antiques  and  Fine 
Arts  Market  Conference. 


Name  

Title  

Compan> 
Address  _ 
City  


State 


Zip 


Telephone. 


(area  code) 
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Robert  Noortman  Gallery 


Jules  Cheret 


Red  Chalk,  31.5  x  22.5  cm. 


Portrait  d'Eva  Gonzales,  1875 


Exhibition  of 
19th  Century  French  Watercolours 
and  Drawings  at  our  London  Gallery 


Weekdays  9.30  -  5.30 


17th  November  -  17th  December 


Illustrated  Catalogue  on  request 


Saturdays  10-1 


Robert  Noortman  (London)  Ltd  nfjtF^ 

8  Bury  Street,  St  James's  tjf  4fc* 

London  SW1 Y  6AB  III  £ 

Tel:  01  -839  2606  Telex:  91 5570  \  «SY 


Robert  Noortman  Gallery  BV 

Aalbekerweg  49 

Hulsberg-Holland 

Tel:  04405 1 934  Telex:  5671 5 
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"Buckingham  Rebuffed" 

Augustus  L.  Egg,  R.A. 
Exhibited  Royal  Academy,  1846 


In  Toronto 

Paintings  by  Royal  Academy 
and 

Paris  Salon  Exhibitors 


FREDERICK 
THOM  GALLERIES 

194  Bloor  Street  West 
(just  west  of  Park  Plaza  Hotel) 
Toronto  M5S  1T8,  Canada 

Telephone:  416-921  3522 
Area  Code:  416 


Canvas  size:  34"  x  45"  86  x  1 1 4  cm 


Outside  frame:  41"  x  52"  104  x  132  cm 


From  our  London  collection 


EARL  Y  GEORGE  III  SIL  VER. 

A  fine  set  of  three  George  III  tea  caddies  decorated  with  rocaille 
and  chinoiserie  chasing  Made  by  Daniel  Smith  and  Robert  Sharp. 
London  1761  Weight  43oz  Height  6" 


s.).sHRuesa 


Our  London  and  New  York  collections 

feature  antique  silver  of  the  highest  quality 
and  always  include  exceptional  and  rare 
pieces  of  interest  to  the  serious  collector. 
Our  collection  of  Old  Sheffield  Plate  is 
also  one  of  the  largest  in  the  country. 


LONDON  43  MUSEUM  STREET  LONDON  WC1 A 1LYTEL  01 -405  271 2  NEW  YORK  1 04  EAST  57th  STREET-  NEW  YORK  10022  TEL:  0101 -21 2-75-38920 
Member  of  the  British  Antique  Dealers '  Association  and  the  National  Antique  and  Art  Dealers '  Association  of  America 
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W.  LtPEVRE 


Antiqu 


air 


RIJSELSESTRAAT  13 
B-8500  KORTRIJK 
TEL.  056/22.03.% 


MAASTRICHT 
NOVEMBER  20  -  28 
STAND  4 


German  Madonna  attributed  to 
Hans  Lienberger,  original  polychrome 
work,  first  half  XVlth  century. 
Height  118  cm. 


Soldier  Saint  -  Southeast  of 
France,  polychrom  e  wood, 
circa  1500.  height  62.50  cm. 


Altar  Piece  -  Brabant 
polychrome  wood,  circa  1480. 
height  65  cm.  width  60  cm. 


Bishop.  Burgundy,  stone  statue 
circa  1450.  height  102  cm. 


St.  Georges.  Germany,  polychrome 
wood  XVlth  century,  height  170  cm. 


Hashiguchi  Goyo  (1880-1921) 

gallery  hours:  mon.-fri.  10-5.  sat.  10-2 
Catalogue:  150  illustrations.  16  color — $6 
also  available.  "Images  of  the  Floating  World"  —  $5 
for  catalogues  write  dept.  C 


Superior  English  hepplewhite  settee,  circa  1795, 

60"  long,  19"  deep,  38 1/2". .'high.  S3,2 50.00 

■ 


AS.I.D.MEMBERS 
Louise  A.  Mendel 
Julian  DePree 
Jack  R.  Blank enburg 


1000  HAMILTON  AVE  ,  LOUISVILLE,  KY.  40204  TEL(502)  587-661 1 
Member  of  The  Art  and  Antique  Dealers  League  of  America,  Inc. 


A  valuation  by  our  professional  valuers  will  not  only  ensure  financial  protection  for  your  fine 
furniture,  pictures,  silver,  porcelain  and  all  other  works  of  art,  but  ALL  your  household  effects. 

It  will  substantiate  any  claims  you  may  wish  to  make  in  the  event  of  loss  by  burglary  or  fire, 
or  any  other  cause. 

Our  Valuations  are  accepted  by  insurance  companies  and  Lloyds  Underwriters.  Write  now  for 
further  particulars -tomorrow  may  be  too  late. 


Gurr  Johns  &  Angier  Bird  Ltd. 

Valuers 

49/51  High  Street,  Maidenhead,  Berks.  SL6  1 JT  Tel:  (0628)  Maidenhead  26306 

Branches  at  York  and  Edinburgh 

Also  in  the  USA  at: 
9601  Wiltshire  Boulevard,  Suite  343,  Beverly  Hills,  California  90210. 
Registered  Office:  90  Calverley  Road,  Tun  bridge  Wells,  Kent  TN1  2UN. 
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ARTHUR  BRETT 
&  SONS  LTD 

Member  of  the  British  Antique  Dealers'  Association  Ltd 
ESTABLISHED  1870 


Fine  1 7th  Century  Oak  Court  Cupboard 
(Dated  1 689) 
Height  74"  Width  73"  Depth  23" 


42  SAINT  GILES, 
NORWICH  NOR  16E,  ENGLAND 
Telephone:  0603  28171 

Saturday  by  appointment 


OLD  HALL  GALLERY  LTD. 

IDEN,  RYE,  SUSSEX 
Telephone  079-78  304 
Francis  Cotes,  R.A.  1725-1770 


Canvas  20  x  30  inches     antique  carved  wood  frame 
Prices  include  delivery  G.B.  or  nearest  airport  overseas 
On  15  clays  approval.  Illustrated  catalogue  G.B.  50p 
Airmail  $2  bill  $2.50  cheque 


Hugl)  glrnolo 

Now  open  at  163  Seymour  Place, 
London  W.  1. 
Telephone  01-262  7645 
Normal  opening  hours. 


LAPADA 

RcpslrrcOAnnjurOejJc! 


Also  6  large  showrooms  of 
Antiques  at  Nayland, 
Nr.  Colchester,  Essex. 
Tel.  0206  262486 
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Bonhams  November  Sales 

at  the  Montpelier  Galleries 


Hand  coloured  soft  ground  etching  and  aquatint  showing  the  Welter  Stakes  1801;  published  by  H.  B.  Chalon,  1802. 

To  be  sold  on  3rd  No\  ember. 


Large  bronze  figure  of  a  bull  by  J.  Clesinger, 
dated  Rome  1858,  24"  wide.  Tobesoid  tzthNovcmber. 


Selection  ofl8th  Century  Dutch  Delft.  Tobesoid,,.,  12th November. 


Montpelier  Street,  Knightsbridge, 
1  .ondon  SW7 1HH.  Telephone  01-584  9161. 
Telex  916477  Bonham  G. 


3rd.  Prints. 

3rd.  Bygones. 

•4th.  Selected  European  <  til 

Paintings. 

4th.  English  and  t  Continental 
Furniture. 

3th.  Porcelain  and  Works  of  Art. 


9th.SiIverand  Plate. 

10th.  Fine  Furs. 

11th.  English  and  C  bntincntal 

Furniture. 

Uth.  17th,  18th  &  19th  Centurj 
European  Paintings. 
12th.  Good  English  and  Continental 
Porcelain  and  Works  ol  'Art. 


16th.  Fine  Jewels. 

17th.  Wfatercolours  ami  Drawings. 

ISth.  English  and  ( Continental 

Furniture. 

18th.  17th,  18th  &  19th  Centurj 
European  Paintings. 
19th.  Porcelain  and  Works  ol  \n. 
VHh.  Evening  Charity  Sale. 


23rd.  Silver  and  Plate. 

23th.  English  and  Continental 

Furniture. 

25th.  Old  Master  Paintings. 

2(>th.  Porcelain  and  Works  ,,1  \n 
30th.  Fine  Wines 

All  sales  start  at  II  am. 

I  Jewing  two  Jays  prior  tit  salt: 


W.& F.  C.  BONHAM 

<VND  SONS  LIMITED. 

S  \tholl  Crescent,  Penh, Scotland. 

Telephone  Perth  (0738)  32302. 

Rue  Pedro-Meylan  I.Geneva. 

Switzerland.  Telephone  36  60  ()2. 

I  angwith  Mill  I  louse, 

Nether  I  .angwith,  Mansfield, 

Nottinghamshire. 

Tclcphi  ine  Shirebrook  3639. 


siffla 


8  v 


A  superb  Georgian  Sheffield 
two-handled  tea  tray  with  rare 
mask  borders.  One  of  the  finest 
trays  we  have  ever  seen,  and  of 
museum  quality. 
Length  5\x/i  inches. 


;  QMS    ,  •  • 


Wr//e  /or  Hew 

illustrated  catalogue,  92-50 


Wakefield-Scearce  Galleries 

HISTORIC  SCIENCE  HILL   SHELBYVILLE,  KENTUCKY  40065 
Telephone  502  633-4382 


Direct  Importers  of  British  Antique 

Furniture,  Silver,  Old  Sheffield  and 

Decorative  Accessories 

Member  of  the  Art  and  Antique  Dealers 

League  of  America.  Inc. 


CHINESE  FINE  ARTS 


Jade  Carvings 
Jewelry 

Snuff  Bottles 
Seals 

Porcelains 

Peking  Glass 
Paintings 
Silver 


140  Cassell  Road,  Mainland,  Pennsylvania,  19451 
(19  ml.  from  Phila.  at  Lansdale  Exit  of  Pa.  N.E.  Extension) 
By  appointment  please.  Phone  (215)  723-3949 


BRIAN  L.  KOETSER 
GALLERY 

OLD  MASTER  DRAWINGS 

38  Duke  Street  St.  James's  London  SW1Y  6DF 

■ 

t                  -  ..'  s. 

Pieter  Jansz  Quast  (1606  Amsterdam  1647) 
"The  Happy  Alchemist" 
Black  Chalk  on  Vellum  206  x  189  mm 
signed  with  monogram 

Telephone:  01-930  6309 
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FROM  OUR  COLLECTION  OF 
HANDCARVED  SEMI-PRECIOUS 
STONE  ANIMALS  AND  BIRDS 


Brown  and  white  jasper  eagle 
on  quartz  base.  $1200 

Wingspread  6  inches,  height  4  inches. 
H eight  on  base  6%  inches. 


Red  translucent  agate  fox 
with  diamond  eyes.  $1000 

5y»  inches,  height  2  inches. 


<TRITT 

424  Park  Avenue 
(Between  55th  and  55th  Streets) 
New  York  City,  N.Y.  10022 


Announcing  Volume  XV111  of  the 
Journal  of  Gloss  Studies 

Volume  XVIII  (1 976)  is  devoted  to  the  study  of  Ame- 
rica's most  important  eighteenth-century  glasshouse: 
the  New  Bremen  (Maryland)  Glassmanufactory  of 
John  Frederick  Amelung.  Three  papers  are  included: 


History  of  the  factory 
Arlene  M.  Palmer 


by  Dwight  P.  Lanmon  and 


Report  of  the  archaelogical  excavations  at  the 
site  of  one  of  Amelung's  glasshouses  -  by  Ivor 
Noel  Hume 

Chemical  analyses  of  Amelung  glasses  -  by  Robert 
H.  Brill  add  Victor  F.  Hansen 

The  Journal  includes  a  Check  List  of  the  most  re- 
cent publications  on  the  art  and  history  of  glass 
and  a  selection  of  important  acquisitions  made  by 
public  and  private  collections  in  the  United  States 
and  abroad. 

Subscriptions  at  $1  5.00  per  year,  plus  80  cents 
(U.S.  postage  and  handling),  or  $1 .50  (foreign 
postage  and  handling).  Add  New  York  State 
tax,  where  applicable.  May  be  ordered  from: 


THE  CORNING  MUSEUM  OF  GLASS 

Corning  Gloss  Center,  Corning,  N.Y.  14830 


Earliest  English  delftware  —  l5Vi"  <Ka.  dish 
moulded  in  a  London  Silver  pattern  dated  1632. 


BENJAMIN  GINSBURG 


815  Madison  Avenue  (Pm nUaitUtli 

New  York,  N.Y.  10021  ^Qjls^mr^ 

(212)744-1352  Saturdays  hy  appointment  only 


Even  if  it's  only  half  a  dozen,  this  book  is  marvellous  reading  .  .  . 
and  who  but  HARPERS  &  QUEEN  and  Thomas  Cook  would  have 
had  the  style  (or  gall  ?)  to  commission  it  and  publish  it  ?  And 
why? 

Because  Rene  Lecler,  HARPERS  &  QUEEN's  Travel  Editor, 
has  been  to  them  (and  hundreds  more)  and  written  and  reproduced 
this  fascinating  and  very  unusual  book  about  what  he  quite 
simply  calls  the  300  best  hotels  in  the  world. 

The  guide  does  not  classify  or  grade  hotels.  As  the  author  ex- 
plains: 'All  we  say  is,  if  you  are  in  Tokyo  or  Salamanca  or 
Acapulco,  this  hotel  is  the  best  we  know.'  He  defines  the  great 
hotel  as  having  a  certain  plus  quality  a  kind  of  sixth  sense 
aiming  at  perfection,  something  which  appears  effortless  but  of 
course  is  not. 

Here  are  300  hotels,  in  58  countries,  personally  selected  with 
full  details  of  the  facilities  and  with  concise  descriptions  of  their 
special  qualities  -  just  what  makes  them  the  best  and  different 
from  the  rest. 

This  is  a  new  kind  of  book  for  the  discerning  traveller  (and  the 
armchair  one  as  well).  It  is  an  elegant  paperback.  It  comes 
to  you  post  free  from  HARPERS  &  QUEEN  for  £2  50  if  you  fill  in 
the  coupon.  If  you  live  overseas,  the  price  is  £3.  |£ 


To :  Harpers  &  Queen  Hotels  Book  Offer, 
Chestergate  House, 
Vauxhall  Bridge  Road, 
London  SW1. 

Please  send  me  copy(ies)  of  the  300  Best  Hotels  in  the  World. 

I  enclose  cheque/postal  order  for  £  made  payable  to 

HARPERS  &  QUEEN 


Name 


Address 
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EUROHAL  MAASTRICHT  NL 


EURO- 
ANTIQUE 

International  Antique  Dealers'  Fair 


20-28  Nov.  1976 
Open  14.00/22.00  hrs. 
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ESTABLISHED 
1918 


Max  Webber 


CO.  INC 


ANTIQUES 

EAST  STREET 
MIDDLETON,  MASSACHUSETTS  01949 


TELEPHONE 
617-7741785 


SACRED  CIRCLES 

TWO  THOUSAND  YEARS  OF 
NORTH  AMERICAN  INDIAN  ART 


Anasazi  Pot  c  1 250-1 300  ad  New  Mexico 
Lent  by  the  .Maxwell  Museum  of  Anthropology 

Hay  ward  Gallery  South  Bank  SEi 
until  1 6  January 
Arts  Council  of  Great  Britain 


310  N.  RODEO  DR. 
BEVERLY  HILLS,  CALIF. 


273-0155 
276-1839 
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Fifth  Avenue  &  61st  Street  New  York,  N.Y.10021         Tel.  838-1665 


Ceramics  of  the  Land 
of  theTea  Ceremony 

A  Special  Exhibition 
and  Sale 


November  lO-  December  17 


Tea  Jar 

Seto  ware.  Middle  Edo  period  (18th  century). 
Height  three  inches. 


E£J  FRANKEL 

at  RICHfER'S  ORIENTAL  ART 

680  Fifth  Avenue,  New  York,  New  York  1 001 9 
(Between  53rd  &  54th  Streets)       541  -7659 


photo  by  Ambur  Hiken 


BIGGS 

of 

MAIDENHEAD 
(F.  R.  &  M.  H.  STAMP) 


EST.  1866 
Over  J  00  years 
of  fine  dealing. 


One  of  a  pair  of  carved 
yew  wood  torcheres 
with  fish  scale  tripod 
supports,  circa  1730. 
Height  36i"  (92  cm). 


Open  Tuesday  to  Saturday. 

Closed  Monday. 
Hare  Hatch  Grange, 
Nr.  Twyford,  Berks. 
Telephone:  Wargrave 
(STD  0735  22)  3281 
(Leave  M4  at 
Junction  No.  9) 


Francesca 


chandon 


■ 


WALL  PAINTINGS 
ON  CANVAS 

COLLAGES 


ELECTED  ARTISTS  GALLERIES 


AVENUE 


NEW  YORK 
688-0003 
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Tuesday,  November  16 

FINE  NETSUKE 

The  Property  of  an  important  American  East  Coast  Museum 


Selection  of  large  18th  and  19th  century  wood  and  ivory  netsuke 

Catalogue  (36  plates,  including  2  in  colour)  £1.50,  §3  post  paid 
All  sales  subject  to  the  conditions  printed  in  the  catalogues 


Wednesday,  November  17 

Seven  Folios  from  The  Houghton  Shahnameh 


Tus'  vision  of  Siyawush,  attr.  to  two  artists  working 
under  Mir  Musavvir,  c.  1530,  folio  259  verso  of  the 
Houghton  Shahnameh,  19  in.  by  \2j  in.  (47  cm.  by 
31.5  cm.). 


Nushirvan  receives  an  embassy  from  Hind,  attr.  Mirza 
'Ali,  c.  1535/8,  folio  628  recto  from  the  Houghton 
Shahnameh,  19  in.  by  12+  in.  (47  cm.  by  31.5  cm.). 


Catalogue  (21  plates,  including  7  in  colour)  £1.15,  %3  post  paid 
All  sales  subject  to  the  conditions  printed  in  the  catalogues 


Friday,  November  19 


Important  English  Pictures 

The  Properties  of  The  Lord  Belper,  Sir  Michael  Redgrave,  C.B.E., 
The  Hon.  Rose  Talbot,  The  late  7th  Earl  of  Clancarty, 
The  Scottish  Hospital  and  others. 


John  Frederick  Herring,  Sen.:  'Whale'  beating  "Viator',  Newmarket,  1834, 
signed,  inscribed  and  dated  1835,  9i  in.  by  14^  in.  (24.1  cm.  by  36.8  cm.). 


John  E.  Ferneley,  Sen.:  Brood  mares  in  a  wooded  landscape,  signed  and  dated 
Melton  Mowbray  1832,  40  in.  by  49  in.  (101.6  cm.  by  124.3  cm.). 


Catalogue  {79  illustrations)  £3.30,  %6.50  post  paid. 
All  sales  subject  to  the  conditions  printed  in  the  catalogues. 


Tuesday,  November  30 


Impressionist,  Modern  and  Contemporary  Paintings, 

Drawings  and  Sculpture 

The  Properties  of  The  Hon.  Michael  Astor,  The  Hon.  Mrs.  Gerald  Marcow, 
Madame  Sofia  Imber  de  Rangel  and  others. 


Kees  van  Dongen :  Tete  de  jeune  femme  Alfred  Stevens:  Jeune  Femme  a  la  Plage, 

a  la  chemise  rose,  signed,  5(H  in.  by  38+  in.  (128  cm.  by  98  cm.). 
c.  1908,  signed  on  the  reverse, 
16  in.  by  10 J  in.  (41  cm.  by  27  cm.). 


Sunday  Viewing:  Christie's  will  be  open  on  Sunday,  November  28  from  2  p.m.  to  5  p.m.  for  a  special  view 
of  Impressionist,  Modern  and  Contemporary  Paintings,  Drawings  and  Sculpture. 


Henry  Moore,  O.M.,  C.H.:  Maquette  for  reclining  figure,  bronze, 
one  of  an  edition  of  7  executed  in  1946,  height  (excluding  composite  base) 

3|  in.  (8.2  cm.). 


Edgar  Degas:  Le  danseur  Perrot,  assis,  Pierre  Auguste  Renoir:  Jeune  garcon  (Pierre 

c.  1875/79,  stamped  with  signature,  Renoir),  signed  and  dated  '90,  16^  in.  by  12^  in. 

14  in.  by  10|  in.  (35.5  cm.  by  26  cm.).  (41  cm.  by  32  cm.). 

Catalogue  (89  illustrations,  including  52  in  colour)  £3.80,  %7.00 
All  sales  subject  to  the  conditions  printed  in  the  catalogues 
Sunday  Viewing:  Christie's  will  be  open  on  Sunday,  November  28  from  2  p.m.  to  5  p.m.  for  a  special  view 
 of  Impressionist,  Modern  and  Contemporary  Paintings,  Drawings  and  Sculpture.  

Our  representatives  in  America:  New  York:  Perry  T.  Rathbone,  Christopher  Burge,  Stephen  Massey,  Francois  Curiel. 
867  Madison  Avenue,  New  York,  N.Y.  10021.  Tel:  (212)  7440.417.  Telex:  New  York  620721.  Cables:  Chriswoods,  N.Y. 

8  King  Street  St.  James's  London  swiy  6QT 

Telegrams:  Christian  London  SW1    Telephone:  (01)  839  9060    Telex:  916429 


RENAISSANCE 


'An  exceptional  wax  polish'  sold  in  association  with 
the  Connoisseur  Magazine 

Renaissance  is  a  professional  blend  of  refined  fossil-origin  waxes 
with  unique  cleaning  and  protective  qualities.  It  is  already  used 
in  many  parts  of  the  world  by  discriminating  experts.  This 
superlative  wax  polish  revives  and  protects  all  surfaces,  gently 
lifting  the  grime  of  antiquity  and  leaving  a  finish  delightful  to  see 
and  touch.  The  surface  glows  with  repeated  applications. 
With  the  consent  of  the  British  Museum,  acknowledged  leader 
in  conservation  research,  the  polish  is  now  being  made  available 
to  the  public. 


Price  per  can,  including  packing, 

postage  and  (in  U.K.  only)  VAT 

U.S.A.  -  Air  Mail: 

$7.50 

-  Surface  Mail: 

$6.00 

Canada  -  Air  Mail: 

$8.40 

-  Surface  Mail: 

$6.00 

U.K.  Only 

£1.90 

Europe 

£2.50 

Australia  -  Air  Mail: 

£4.60 

-  Surface  Mail: 

£2.50 

For  quantities  of  six  or  more  deduct  10%  overall. 


Order  Form:  To  The  Connoisseur,  Chestergate  House,  Vauxhall  Bridge  Road, 
London,  SW1V  1HF.  (Reg.  Office.  Reg.  No.  112955  England). 

Please  send  me  by  airmail/surface  mail:  cans  of 

Renaissance  Wax  Polish  at  each,  less  10%  overall  deduction 

on  six  or  more  cans.  I  enclose  total  payment  of:  


Mr/Mrs/Miss 
Address   


Cheques/ money  orders  should  be  made  payable  to  THE  CONNOISSEUR 


Detailed  Editorial  Indexes 

for  The  Connoisseur  are  published 
three  times  a  year  at  £,4-S°  each 

From 

The  Circulation  Dept., 
The  National  Magazine  Co.  Ltd., 
22  Armoury  Way,  London,  SW18  iHA 


CONTAINER  SERVICE,  WORLD  -  WIDE! 


Specialists  in  the  sale  o'  20ft  and  40ft  container  loads  of 
antiques  packed  carefully  wuh  Georgian.  Victorian, 
Edwardian  and  1930s  furniture  porcelain  and  decorative 
items  to  world-wide  destinations 

II  vou  wish  to  purchase  a  container  load  or  have  single  items 
or  entire  shop  contents  to  sell  contact  us. 


BRITISH  ANTIQUE  EXPORTERS  LTD 

J  Showrooms 
vi/fl  Newhaven  S 
I'ables  Ant.qi 


id  Container  Depot,  New  Road  Industrial  Estat 
;se«  England 

s  Newhaven  Telephone  Newhaven(07912)  5561 


EDWARD  SPEELMAN  LTD 

Old  Masters 

EMPIRE  HOUSE,  175  PICCADILLY 
LONDON  W1V  ONP 
01-493  0657 


GALLERY  273  -  QUEEN  MARY  COLLEGE 

Physics  Building,  Mile  End  Road,  London  E.1 

|AN  H00GS1EYNS 

Paintings-Drawings  1  3  Oct-1  2  Nov  76 


CHINESE 


Collet's 


GALLERY 


ORIGINAL  CHINESE  PAINTINGS 

by  known  artists  of  the  last  100  years 

Antique  and  Modern  Chinese  arts  hand-made 
folk-craft  toys 

40  Great  Russell  Street,  London,  W.C.1. 

(01-580  7538) 


If  you  don't  wear  it  -  spend  it 

We  pay  good  prices  for  unwanted  jewellery,  gold  and  silver. 

CARRINGTON 

130  Regent  Street,  London,  W1R  CHU.  Tel:  01-734  3727 
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GALERIE  ALMAS 

ART  &  ANTIQUES 


Buying,  Selling,  Advice 


LOUIS  XVI  UHR 
Bronze  feuervergoldet 
signiert  Pate  Paris 
Hohe  46,5  cm 


18th  Antique  Furnishings 
Porcelain  Faience 
Barock  Silver       Oriental  Carpets 
Painting  and  Sculpture. 

Galerie  Almas,  prop.  Mimi  tho'  Rahde 
Wittelsbacherplatz  6,  8000  Munich,  W.  Germany. 
Entrance  Briennerstrasse. 
Tel:  89/281757 


DICTIONARY  OF 

MARKS 

A  fully  up-dated  and  expanded  edition  of  a 
standard  work. 

For  the  collector  this  Dictionary  is  a  delight  to  own 
and  consult.  For  the  dealer  it  is  that  as  well- 
but  since  its  first  publication  has  also  become  an 
indispensable  reference  book. 

Up-to-date  and  comprehensive  coverage  of  British 
and  American  metalwork,  British  and  European 
ceramics,  furniture  and  tapestry. 

The  Connoisseur  £3.95 

From  good  bookshops  or  in  case  of  difficulty  direct  from  the 
publishers:  TheCoJinoisseur  Books  Division,  Chester  gate 
House,  Vauxhall  Bridge  Road,  London SWiV  iHF. 


Pier  Francesco  Mola,  b.  1  61 2  Coldrerio  -  d.  1  666  Rome 
Canvas,  11"  x  16" 

Schaeffer 
Qalleries  9nc. 

983  Park  Avenue,  New  York,  N.Y.  10028 
By  Appointment  Tel.  (212)  535  6410 


Frank  W.  Benson 
Joseph  R.  DeCamp 
Thomas  W.  Dewing 
Childe  Hassam 
Willard  L.  Metcalf 
Robert  Reid 
Edward  Simmons 
Edmund  C.  Tarbell 
John  H.  Twachtman 
J.  Alden  Weir 


Written  by  Patricia  jobe  pierce     and  William  Merritt  Chase 

Introduction:  Richard  H.  Love  (who  replaced  Twachtman) 

Hard  Cover,  approx.  220  Pages,  150  Illustrations,  32  Color  Pages 
12x9  Inches,  Indexed,  Extensive  Bibliography 
Color  Jacket,  Rumford  Press,  100  lb.  paper 
Limited  First  Edition:  3000 

THE  FIRST  AND  ONLY  COMPREHENSIVE  BOOK 
On  America's  Top  Eleven  Impressionists. 

A  HolidAy  Gift 

iMMEdiATE  DeUvERY 

after  November  9, 1976 

$27.50  before  Dec.  31 , 1 976      $30.  thereafter 

Make  checks  payable  to: 

PIERCE  GALLERIES.  INC. 

206  Adams  St.,  N.  Abington,  Mass.  02351    Tel.  1-617-871-1828 
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Sotheby's 

Wednesday,  8th  December,  1976,  at  11  am 


Sotheby's 

Monday,  29th  November,  1976,  at  9  pm 


IMPORTANT  IMPRESSIONIST 
AND  MODERN  PAINTINGS 

the  property  of 
the  late  Nate  B.  and  Frances  Spingold,  of  New  York 

Special  viewing:  Sunday,  28th  November,  10  am  to  4  pm 
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Sotheby's 

Monday,  29th  November,  1976,  at  9.30  pm 


IMPORTANT  IMPRESSIONIST  AND  MODERN  PAINTINGS 

the  property  of  the  late  Mrs.  A.  Monger  of  Holland, 
Mile.  Dolly  van  Dongcn  of  Paris,  and  other  owners 


V  * 
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f    V      '  '*X 


Claude  Monet,  Le  Barque  bleue  -  Blanche  Hoscheii  et  Suzanne  Hoschede,  c.  1887-88,  109  by  129  cm. 


Wednesday,  1st  December,  at  1  1  am  Wednesday,  1st  December,  at  3  pi 


IMPRESSIONIST 
AND  MODERN 
PAINTINGS 


IMPRESSIONIST 
DRAWINGS  AND 
WATERCOLOURS 


Thursday,  2nd  December,  at  1  1  am 

CONTEMPORARY 
ART 
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Sotheby's 

Wednesday,  17th  November,  1976,  at  11  am 


FINE  SEVENTEENTH,  EIGHTEENTH 
AND  NINETEENTH  CENTURY 
BRITISH  PAINTINGS 

die  property  of  Miss  Diana  Holman  Hunt,  and  other  owners 


Studio  of  Robert  Peake  the  Elder, 
Portrait  of  a  Lady,  said  to  be  Elizabeth  U'riothcsley ,  Countes 
of  Southampton,  197  by  106  cm. 


John  Zoffany,  R.A.,  Mr.  and  Mrs.  James  Blew  and  Their  Children,  74  by  79.5  cm. 


Studio  of  Robert  Peake  the  Elder, 
Portrait  of  a  Gentleman,  said  to  be  Henry  Wriothcslcy, 
third  F.arl  of  Southampton,  198  by  108  cm. 
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Sotheby's 

Friday,  26th  November,  1976,  at  1  1  am 


FINE  FRENCH  FURNITURE,  ORMOLU-MOUNTED  WORKS  OF 

ART  AND  RUGS  AND  CARPETS 


A  Louis  XVI  ormolu-mounted  mahogany  commode  stamped  J.  H.  Riesener,  90  cm.  high,  132  cm.  wide 


One  of  a  pair  of  Louis  XVIII  ormolu  and 
porcelain-mounted  Bonheurs  dujour,  130  cm.  liig 
82  cm.  wide 


A  Louis  XVI  ormolu  and  porcelain-mounted  mahogany 
and  satinwood  secretaire  a  abattant, 
143  cm.  wide,  81  cm.  wide 


Kg 


Sotheby's 

Thursday,  9th  December,  1976,  at  10.30  am 

MEDIEVAL,  RENAISSANCE,  BAROQUE 
AND  OTHER  WORKS  OF  ART 


A  Venetian  bronze  stand  A  French  bronze  equestrian  a  North  German  bronze 

supported  by  three  Putti,  group  from  the  workshops  of  aquamanile,  I3th/i4th  ccnturv, 

16th  century,  1 1.5  cm.  Le  Sueur,  of  Louis  xm,  26  cm.  high 

17th  century,  21  cm.  high 
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Sotheby's  Autumn  IslamicWeek 

Thursday,  iSth  to  Friday,  26th  November,  1976 


Thursday,  18th  November,  at  2.30  pm  and  following  day,  at  1  1  am 

FINE  ISLAMIC  RUGS  AND  CARPETS  FROM  THE 
SIXTEENTH  CENTURY 


,  -  —         ,.,  ^» »..-,,:-.  . 
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A  very  fine  mid-i 9th  century  Feraghan  table  rug,  213  by  152  cm. 


Monday,  22nd  November,  at  1 1  am  and 
following  day,  at  n  am  and  2.30  pm 

FINE  ORIENTAL  MANUSCRIPTS, 
MINIATURES  AND  PERSIAN  LACQUER 


Monday,  22nd  November,  at  1  1  am 
and  2.30  pm 

ISLAMIC  ARMS  AND  ARMOUR,  CERAMICS, 
METALWORK,  GLASS,  TEXTILES  AND 
QAJAR  ENAMELS 


Wednesday,  24th  November,  at  10.30  am  and  2.30  pm 

FINE  EIGHTEENTH,  NINETEENTH  AND 
TWENTIETH  CENTURY  CONTINENTAL 
PAINTINGS  and  PAINTINGS, 
WATERCOLOURS,  PRINTS  AND 
PHOTOGRAPHS  OF  ISLAMIC  INTEREST 

Thursday,  25th  November,  at  I  pm 
at  115  Chancery  Lane  (Hodgson's  Rooms), 
London  WC2A  iPX 

ART  REFERENCE  BOOKS  INCLUDING 
ISLAMIC  SUBJECTS 
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Sotheby's  Autumn  IslamicWeek 


Thursday,  18th  to  Friday,  26th  November,  1976 


A  Qajar  gold  qalian  bowl  with  painted  enamel  decoration, 
signed  Ahmad  ibn  Najaf  Ali  and  dated  1288H  (1871), 
6.7  cm. 

To  be  sold  on  Monday,  22nd  November 


Gustave  Bauernfiend,  The  Forecourt  of  the  Omaygadcn  Mosque,  Damascus,  signed  and 
inscribed  'Damascus-Miinchen',  on  panel,  119.5  by  92  cm. 
To  be  sold  on  Wednesday,  24th  November 


A  Persian  lacquer  mirror-case  by  Muhammad  Isma'il, 
(Qajar),  dated  1274A.H./1857  A.D.,  30  by  19.2  cm. 
To  be  sold  on  Tuesday,  2jrd  November 
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Sotheby's  Belgravia 

19  Motcomb  Street,  London  SWiX  8LB    Telephone:  01-235  43 1 1    Telegrams:  Gavel,  London    Telex:  London  24454 

Tuesday,  16th  November,  1976,  at  11  am  and  2.30  pm 


FINE  VICTORIAN 
PAINTINGS,  DRAWINGS  AND  WATERCOLOURS 


John  Wilson  Carmichael,  Coastal  Traders, 
signed  and  dated  1869, 41  by  51  cm. 


Edward  Pritchett,  On  the  Lagoon,  Venice, 
28.5  by  46  cm. 


John  Wilson  Carmichael,  Shipping  off 
Scarborough,  Moonlight,  signed  and  dated  1864, 
27.5  by  37  cm. 


William  Lionel  Wyllie,  The  Mouth  of  the  Henry  Redmore,  Preparing  to  Land,  W.  Howard,  Rotterdam, 

Harbour,  signed,  64  by  1 10.5  cm.  signed  and  dated  '57,  29  by  42  cm.  48  by  94  cm. 


ames  Meadows,  Snr.,  Shipping  off  Harbour, 
signed  and  dated  i860, 60  by  105  cm. 


David  James,  The  Tide  Coining  In,  The  Coast  of 
Devon,  signed  and  dated  '91,  inscribed  on 
the  reverse,  61  by  127  cm. 


James  Webb,  Coming  out  of  Harbour  on  a 
Stormy  Day,  signed  and  dated  1 876, 
79  by  120  cm. 


Sotheby's 

will  hold  the  following  sales  in  November  and  December  ON  VIEW  AT  LEAST  THREE  DAYS  PRIOR  TO  DATE  OF  SALE 


Wednesday,  3rd  November, 
at  10.30  am 

Eighteenth,  Nineteenth  and 
Twentieth  Century  English  and 
Continental  Paintings 

Wednesday,  3rd  November,  at  11  am 
at  Belgravia 

Good  French  and  Continental 
Furniture,  Animalier  Bronzes, 
Clocks  and  Works  of  Art 

Wednesday,  3rd  November,  at  2  pm 
Topographical  Paintings, 
Drawings,  Prints  and  Bronzes 

Thursday,  4th  November,  at  1 1  am 
English  and  Foreign  Silver  and 
Plate 

Friday,  5th  November,  at  11  am 
Good  English  Furniture,  Ship 
Models  and  Other  Works  of  Art 
and  Continental  Rugs  and  Carpets 

Monday,  8th  November,  at  11  am 
and  2.30  pm 

Egyptian,  Middle  Eastern,  Greek, 
Etruscan  and  Roman  Antiquities, 
Islamic  Pottery,  Metalwork  and 
Glass,  Tibetan,  Nepalese,  Indian, 
South-East  Asian,  African,  Oceanic 
and  Pre-Columbian  Art 


Thursday,  1  ith  November  and 
following  day,  at  1  pm  at 
115  Chancery  Lane  (Hodgson's 
Rooms),  London  WC2A  iPX 
English  Illustrated  Books  of  the 
Nineteenth  and  Twentieth 
Century,  and  Related  Drawings 

Thursday,  nth  November,  at  2.30  pm 
British  and  European  Pewter 

Friday,  12th  November,  at  11  am 
Furniture,  Oriental  Rugs  and 
Carpets 

Monday,  15th  November,  at  11  am 
Printed  Books,  Including  Books 
in  Hebrew 

Tuesday,  16th  November,  at  11  am 
Chinese  Works  of  Art  and  Fine 
Export  Porcelain 

Tuesday,  16th  November,  at  11  am 
Modern  Sporting  Guns,  Antique 
Firearms,  Armour  and  Edged 
Weapons 

Tuesday,  16th  November,  at  11  am 
and  2.30  pm,  at  Belgravia 
Fine  Victorian  Paintings, 
Drawings  and  Watercolours 

Wednesday,  17th  November,  at 
10.30  am  and  2  pm 
Ancient,  English  and  Foreign 
Coins,  in  Gold,  Silver  and  Bronze 

Wednesday,  17th  November,  at  11  am 
Fine  Seventeenth,  Eighteenth  and 
Nineteenth  Century  British 
Paintings 


Sotheby  Parke  Bernet  A.G. 
20  Bleichcrweg,  8022  Zurich, 
Switzerland  to  be  sold  at  the  Baur 
au  Lac  Hotel,  Zurich 


Thursday,  25th  November,  at  11  am 
English  and  Foreign  Silver  and 
Plate 

Friday,  26th  November,  at  11  am 
Fine  French  Furniture,  Ormolu- 
mounted  works  of  art,  rugs  and 
carpets 


Autumn  Islamic  Week 

Thursday,  18th  November,  at 
2.30  pm  and  following  day, 
at  11  am 

Fine  Islamic  Rugs  and  Carpets 
from  the  Sixteenth  Century 

Monday,  22nd  November, 
at  1 1  am  and  following  day, 
at  II  am  and  2.30  pm 
Oriental  Manuscripts  and 
Miniatures  and  Persian  Lacquer 

Monday,  22nd  November, 
at  1 1  am 

Islamic  Arms  and  Armour, 

and  at  2.30  pm 

Islamic  Metalwork,  Ceramics, 
Glass,  Textiles  and  Qajar 
Enamels 

Wednesday,  24th  November, 
at  11  am 

Fine  Eighteenth,  Nineteenth 
and  Twentieth  Century 
Continental  Paintings  and 
Paintings,  Watercolours, 
Prints  and  Photographs  of 
Islamic  Interest 

Thursday,  25th  November  and 
following  day,  at  1  pm,  at 
115  Chancery  Lane  (Hodgson's 
Rooms),  London  WC2A  iPX 
Art  Reference  Books  and 
Works  of  Islamic  Interest 


Monday,  1st  November,  at  11  am 
Valuable  Printed  Books 

Tuesday,  2nd  November,  at  1 1  am 
Oriental  Ceramics  and  Works  of 
Art 

Tuesday,  2nd  November,  at  11  am, 
at  Belgravia 

English  Prints  1700-1850 


Monday,  8th  November  and 
following  day,  at  11  am 
Printed  and  Manuscript  Music, 
Autograph  Letters  of  Musicians 
and  Books  on  Music,  the  Theatre 
and  the  Dance,  and  Continental 
and  Russian  Autograph  Letters 
and  Manuscripts 

Tuesday,  9th  November,  at  10.30  am 
English  Pottery  and  Porcelain 

Tuesday,  9th  November,  at  10.30  am 
and  2.30  pm 

Fine  Japanese  Works  of  Art 

Tuesday,  9th  November,  at  1 1  am 
at  Belgravia 

Victorian  Paintings,  Watercolours 
and  Drawings 

Wednesday,  10th  November, 

at  10.30  am  in  the  Royal  Watercolour 

Society  Galleries,  26  Conduit  Street, 

London  W.I, 

Inexpensive  Wines 

Wednesday,  10th  November, 
at  11  am  and  2.30  pm 
Modern  British  Drawings, 
Paintings  and  Sculpture 

Wednesday,  10th  November,  and 
following  day,  at  11  am  and  2.30  pm 
at  Belgravia 

Decorative  Arts,  1870-1939 
Including  Arts  and  Crafts, 
Art  Nouveau,  Art  Deco  and 
Studio  Ceramics 


Wednesday,  17th  November, 
at  2.30  pm 

Important  Watches  and 
Automata 

Thursday,  1 8th  November, 

at  10.30  am,  2.30  pm  and  5.30  pm 

Important  Jewels 

Friday,  19th  November,  at 
10.30  am 

Fine  Gold  Boxes  and  Objects 
of  Vertu 

Friday,  19th  November,  at  2  pm 
Faberge,  Russian  Works  of 
Art  and  Icons 


Thursday,  1 8th  November,  at  11  am 
Fine  English  and  Foreign  Silver 

Thursday,  1 8th  November,  at  2.15  pm 
Fine  Eighteenth,  Nineteenth  and 
Twentieth  Century  Drawings  and 
Watercolours 

Wednesday,  24th  November,  at  3  pm 
Highly  Important  Old  Master 
Drawings 

Thursday,  25th  November, 
at  10.30  am 
Important  Jewels 

Thursday,  25th  November,  at  11  am 
Important  Musical  Instruments 


Sotheby  Parke  Bernet 

(Hong  Kong)  Ltd. 

303  Lane  Crawford  House, 

Hong  Kong  in  association  with 

Lane  Crawford  Ltd.  (a  member  of 

the  Wheelock  Marden  Group) 

Tuesday,  23rd  November,  at  5  pm 
at  the  Mandarin  Hotel,  Hong  Kong 
Fine  Eighteenth  and  Nineteenth 
Century  Chinese  School 
Paintings,  Drawings, 
Watercolours  and  Prints 

Friday,  26th  November,  at  2.30  pm 
and  following  day,  at  10.30  am, 
at  306A  and  304  Lane  Crawford 
House,  Hong  Kong 
Chinese  Ceramics  and  Jade 
Carvings 

Monday,  29th  November,  at  3  pm, 
and  5.30  pm  at  the  Madarin  Hotel 
Hong  Kong 

Fine  Chinese  Ceramics 

Thursday,  2nd  December,  at  4  pm 
at  the  Madarin  Hotel,  Hong  Kong 
Important  Chinese  Jade 
Carvings 

Thursday,  2nd  December, 
at  4.30  pm 
Important  Jewels 


Monday,  29th  November,  at  10.30  am 
Bibliotheca  Phillippica 
New  Series:  Eighteenth  Part 
Printed  Books  on  Science, 
Medicine  and  Botany,  with  a  few 
Botanical  Drawings 

Monday,  29th  November,  at  11  am 
Silhouettes,  Good  English  and 
Continental  Portrait  Miniatures, 
Horn  Boxes,  Fans  and  English 
and  Continental  Enamels 

Monday,  29th  November,  at  9  pm 
Important  Impressionist  and 
Modern  Paintings 


Central  Hotel,  Glasgow 
Monday,  29th  November 
Fine  and  Inexpensive  Wines, 
Spirits  and  Vintage  Port 

Scottish  Paintings,  Drawings 
and  Watercolours 


Tuesday,  30th  November,  at  11  am 
Bibliotheca  Phillippica 

Medieval  Manuscripts:  New  Series: 
Part  xi 

Manuscripts  on  Papyrus, 
Vellum  and  Paper 

Tuesday,  30th  November,  at  1 1  am 
Oriental  Ceramics  and  Works  of 
Art 

Wednesday,  1st  December  and 
following  day,  at  10.30  am  and  2  pm 
Important  Roman  Coins, 
Together  with  other  Ancient, 
English  and  Foreign  Coins 

Wednesday,  1st  December,  at  11  am 
Important  Impressionist  and 
Modern  Paintings 

Wednesday,  1st  December  and 
following  day,  at  1 1  am,  at  Belgravia 
English  and  Foreign  Silver  and 
Plated  Wares,  Russian  Works  of 
Art  and  Miniatures,  1825  onwards 

Wednesday,  1st  December,  at  3  pm 
Important  Impressionist  and 
Modern  Drawings,  Watercolours 
and  Sculpture 

Thursday,  2nd  December,  at  1 1  am 
Important  Contemporary  Art 

Thursday,  2nd  December,  at  1  pm 
at  115  Chancery  Lane  (Hodgson's 
Rooms),  London  WC2A  iPX 
Printed  Books,  Including  Law 
and  History 

Thursday,  2nd  December,  at  2.30  pm 
Impressionist  and  Modern 
Paintings,  Drawings  and 
Sculpture 


Sotheby  Parke  Bernet  Monaco  S.A. 
par  le  ministere  de  M  Me-Th 
Escaut-Marquet,  Huissier  a  Monaco 
Sporting  D'Hiver,  Place  du 
Casino,  Monte  Carlo 

to  be  sold  at  the  Sporting  D'Hiver, 
Monte  Carlo 

Saturday,  4th  December,  and 

following  two  days 

Paintings,  Furniture,  Costumes 

Art  Nouveau,  Art  Deco  and 

Wine 


Catalogues  (post  free)  from  2  Merr'mgton  Road,  London  SIV6  lRG    Telephone:  01-3173 
Sotheby  Parke  Bernet  &  Co.,  34-35  New  Bond  Street,  London  WiA  2AA  Telephone:  01-493  3080  Telegrams:  Abinitio,  London  Telex:  London  24454 
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Sotheby's 

Friday,  3rd  December,  1976,  at  ir  am 


CLOCKS,  SCIENTIFIC  INSTRUMENTS  AND  WATCHES 


A  rare  set  of  mathematical  instruments,  signci 
and  dated  on  a  number  of  the  instruments 
Dominicus  Lusuerg  Romae  Ao.  1701 
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A  very  rare  tortoiseshell  bracket  clock  by 
Thomas  Tompion,  38  cm.  high 


Sotheby  Parke  Bernet  newyork 

980  Madison  Avenue,  New  York,  N.Y.  10021   Telephone:  (212)  472  3400  Telegrams:  Parkgal,  New  York   Telex :  New  York  232643 

Tuesday,  23rd  November,  1976,  at  2  pm 

EUROPEAN  CERAMICS 

On  view  from  Thursday,  18th  November 

including  Ralph  Wood  figures,  a  collection  of  fine  Worcester  porcelain, 
German  faience  tankards,  German  porcelain  from  various  factories,  Meissen 
porcelain  highlighted  by  two  fine  gold-mounted  snuff  boxes,  a  rare  early 
coloured  turtle  box  and  a  camel  modelled  by  J.  J.  Kaendler 


Illustrated  catalogue  §6  by  mail,  order  by  sale  no.  3Q24  with  cheque  enclosed 
to  Department  CON 

Catalogue  available  from  Sotheby  Parke  Bernet  Inc.,  7660  Beverly  Boulevard, 
Los  Angeles,  California  90036,  Sotheby  Parke  Bernet  &  Co.,  34-35  New  Bond  Street, 
London  WiA  2  A  A,  and  from  representatives  in  Amsterdam,  Boston,  Brussels, 
Buenos  Aires,  Dublin,  Edinburgh,  Florence,  Houston,  Johannesburg,  Madrid, 
Melbourne,  Milan,  Monaco,  Munich,  Paris,  Rio  de  Janeiro,  Stockholm,  Tehran, 

Toronto  and  Zurich 


A  Meissen  figure  of  a  'Camel  on  Parade',  modelled  by 
J.  J.  Kaendler,  c.  1750 
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Sotheby  Parke  Bernet  newyork 

9S0  Madison  Avenue,  New  York,  N.Y.  10021    Telephone:  (212)  472  3400    Telegrams:  Parkgal,  New  York    Telex:  New  York  232643 

Saturday,  nth  December,  1976,  at  10.15  am  and  2  Pm 

FINE  EGYPTIAN,  WESTERN  ASIATIC 
AND  CLASSICAL  ANTIQUITIES 

property  from  the  Estate  or  Michael  Abemayor,  New  York,  and  other  owners 
On  view  from  Saturday,  4th  December 


A  monumental  bronze  figure  of  Horus  of  Buto,  Ptolemaic  Period,  c.  305-30  B.C., 

68.6  cm.  high 


Illustrated  catalogue  $7  by  mail,  order  by  sale  no.  3934  and  enclose  cheque,  bank  draft  or  money  order  denominated  in  U.S.  dollars  only  to  Department  COX 

Catalogue  available  from  Sotheby  Parke  Bernet  Inc.,  7660  Beverly  Boulevard,  Los  Angeles,  California  90036,  Sotheby  Parke  Bernet  &  Co., 

34-35  New  Bond  Street,  London  WiA  2AA  and  from  representatives  in  Amsterdam,  Boston,  Brussels,  Buenos  Aires,  Dublin,  Edinburgh, 
Florence,  Houston,  Johannesburg,  Madrid,  Melbourne,  Milan,  Monaco,  Munich,  Paris,  Rio  de  Janeiro,  Stockholm,  Tehran,  Toronto  and  Zurich 
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Sotheby  Parke  Bernet  newyork 

980  Madison  Avenue,  New  York,  N.Y.  10021       Telephone:  (212)  472  3400       Telegrams:  Parkgal,  New  York       Telex:  New  York  232643 

Friday,  10th  December,  1976,  at  10.15  am  and  2  pm 


RUSSIAN  WORKS  OF  ART 

On  view  from  Saturday,  4th  December 


A  fine  Faberge  silver-gilt  and  shaded  enamel  Tete-a-Tete  liqueur  set  by  Fcdor  Riickert,  Moscow,  c.  1900 


A  fine  Faberge  gold-mounted  nephrite  A  Faberge  silver  and  shaded  enamel  waiter,  A  pair  of  Faberge  agate  angel  fish  mounted  in  gold 

cigarette  box,  Workmastcr,  Michael  Perchin,  Moscow,  c.  1900  w  ith  nephrite  bases,  Workmaster,  Fedor  Afanassiev, 

St.  Petersburg,  c.  1890  St.  Petersburg,  c.  1910 


Illustrated  catalogue  $7  by  mail,  order  by  sale  no.  3933  and  enclose  cheque,  bank  draft  or  money  order  denominated  in  U.S.  dollars  only  to  Department  CON 

Catalogue  available  from  Sotheby  Parke  Bernet  Inc.,  7660  Beverly  Boulevard,  Los  Angeles,  California  90036,  Sotheby  Parke  Bernet  &  Co., 
34-35  New  Bond  Street,  London  Wi  A  2AA  and  from  representatives  in  Amsterdam,  Boston,  Brussels,  Buenos  Aires,  Dublin,  Edinburgh, 
Florence,  Houston,  Johannesburg,  Madrid,  Melbourne,  Milan,  Monte  Carlo,  Munich,  Paris,  Rio  de  Janeiro,  Stockholm, 

Tehran,  Toronto  and  Zurich 
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Sotheby  Parke  Bemet  new  york 

980  Madison  Avenue,  New  York,  N.Y.  10021    Telephone:  (212)  472  3400    Telegrams:  Parkgal,  New  York    Telex:  New  York  232643 

Thursday,  2nd  December,  1976,  at  10.15  am  and  2  pm 

IMPORTANT  OLD  MASTER  PAINTINGS 

including  works  by  Bellini,  Berchem,  Giordano,  Girolamo  di  Giovanni. 
Grimmer,  van  Oostsanen,  Rubens,  Vivarini  and  other  artists 

On  view  from  Saturday,  27th  November 


German  School,  early  16th  century,  The  Crucifixion,  on  panel, 
127  by  54.5  cm. 
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Sotheby  Parke  Bemet  newyork 

980  Madison  Avenue,  New  York,  N.Y.  10021    Telephone:  (212)  472  3400    Telegrams:  Parkgal,  New  York    Telex:  New  York  232643 


rhursday,  2nd  December,  1976,  at  10.15  am  and  2  pm 


Francois  Boucher,  Leda  and  the  Swan,  indistinctly  signed,  58  by  72.5  cm. 


Illustrated  catalogue  $10  by  mail,  order  by  sale  no.  392S  with  cheque  enclosed  to  Department  CON 

Catalogue  available  from  Sotheby  Parke  Bemet  Inc.,  7660  Beverly  Boulevard,  Los  Angeles,  California  90036,  Sotheb)  Parke  Berncl  &  <  o., 
34-35  New  Bond  Street,  London  WiA  2AA  and  from  representatives  in  Amsterdam,  Boston,  Brussels,  Buenos  Aires,  Dublin,  Edinburgh, 
Florence,  Houston,  Johannesburg,  Madrid,  Melbourne,  Milan,  Monaco,  Munich,  Paris,  Rio  de  Janeiro,  Stockholm,  Tehran,  Toronto 

and  Zurich 
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Sotheby  Parke  Bernet  Monaco  S.  A. 

par  le  ministere  de  Me  M-Th  Escaut-Marquet,  Huissier  a  Monaco 

announce  a  scries  of  sales  in  the  Principality  in  association  with  the  Societe  des  Bains  de  Mer 

at  the  Sporting  D'Hiver,  Monte  Carlo 

Saturday,  4th  December  and  following  two  days 

PAINTINGS,  FURNITURE,  COSTUMES, 
ART  NOUVEAU,  ART  DECO  AND  WINE 


Baron  Francois  Gerard,  Caroline,  Queen  of  Naples  with  her  four  Children,  214  by  170  cm. 
One  of  a  group  of  Bonaparte  Family  Portraits,  removed  from  the  Palace  of  Saint-Cloud  in  181s  by  Field-Marshall  Blucher  von  Wahlstatt 
This  group  of  portraits  will  be  featured  in  an  article  in  the  December  issue  of  The  Connoisseur 
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Sotheby  Parke  Bemet  monaco  S.A. 

par  le  ministerc  de  Me  M-Th  Escaut-Marquet,  Hussier  a  Monaco 


Saturday,  4th  December,  1976,  and  following  two  days 


A  fine  and  important  Parnre  de  Corsage  designed  by  Alphonse  Mucha  and  executed  by  Georges 
Fouquet,  gold,  enamels,  emeralds,  baroque  pearl  and  watercolour,  metallic  paint  on  mother-of- 
pearl  backing,  c.  1900. 

Catalogues  available  from : 

Sotheby  Parke  Bemet,  Monaco  S.A.,  Sporting  D'Hivcr,  Place  du  Casino,  Monte  Carlo.     Telephone:  (93)  308880    Telex:  479471  SPB  MON 
Sotheby  Parke  Bemet  6V  Co.,  34-35  New  Bond  Street,  London  Wi  A  2AA     Telephone:  (01)  493  8080     Telegrams:  Abinitio,  London     Telex:  London  24454 
otheby  Parke  Bernet  Inc.,  980  Madison  Avenue,  New  York,  N.Y.  10021    Telephone:  (212)  472  3400    Telegrams:  Parkgal,  New  York    Telex:  New  York  232643 
Sotheby  Parke  Bernet  (France)  s.a.r.l.,  3  rue  de  Miromesnil,  Paris  75008     Telephone :  (1)  266  4060     Telegrams:  Abinitio,  France     Telex:  64084 
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Sotheby  Parke  Bernet  (Hongkong)  Ltd 

in  association  with  LANE  CRAWFORD  LTD.  (a  member  of  the  Wheelock  Marden  Group) 

303  Lane  Crawford  House,  Hong  Kong    Telephone:  273958    Telegrams:  Abinitio,  Hong  Kong    Telex:  75486  Lane  HX 


Tuesday,  23rd  November,  1976,  at  5  pm 

FINE  CHINESE  SCHOOL 
PICTURES 


announce  a  scries  of  sales  at  the  Mandarin  Hotel,  Hong  Koug; 

Friday,  26th  November,  at  2.30  pm 
and  following  day,  10.30  am 

CHINESE  CERAMICS 
AND  JADE  CARVINGS 


Thursday,  2nd  December,  1976,  at  4.30  pm 

IMPORTANT  JEWELS 


Thursday,  2nd  December,  at  4  pm 

IMPORTANT  JADE  CARVINGS 


Monday,  29th  November  1976,  at  3  pm  and  5.30  pm 

FINE  CHINESE  CERAMICS 


Left:  A  carved  celadon  water  pot,  six  character  mark  and  period  ofK'ang  Hsi,  7.3  cm.  high 
Centre:  A  peach-bloom  beehive  water  pot,  six  character  mark  and  period  ofK'ang  Hsi,  8.9  cm.  high 
Right:  A  water  pot  decorated  in  green  enamel  and  copper-red,  six  character  mark  and  period  ofK'ang  Hsi.  8.2  cm.  high 


A  large  'famille-rose'  peach  dish,  six  character  mark  and  period  of  Yung  Cheng,  50.8  cm. 
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Sotheby  Parke  Bemet  (hong  kong)  Ltd 

in  association  with  LANE  CRAWFORD  LTD.  (a  member  of  the  Wheelock  Marden  Group) 

303  Lane  Crawford  House,  Hong  Kong    Telephone:  273958  Telegrams:    Abinitio,  Hong  Kong    Telex:  75486  Lane  HX 

Thursday,  2nd  December,  1976,  at  4  pm 
at  the  Mandarin  Hotel,  Hong  Kong 


A  large  pair  of  pale  green  jadeite  pillows  in  the  form  of  crawling  boys,  1 8th  century,  29.2  cm.  long,  22.2  cm.  high 


One  of  a  pair  of  green  jadeite  screens,  43.8  cm.  high,  38  cm.  wide 
(photographed  by  transmitted  light) 
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Sotheby  Mak  vanWaay  BW.  Amsterdam 

102  Rokin,  Amsterdam  C    Telcplione:  (20)  24  62  15    Telegrams:  Abinitio,  Amsterdam    Telex:  12367 
Monday,  15th  November,  1976,  and  following  days 

HIGHLY  IMPORTANT  SEVENTEENTH  TO  TWENTIETH  CENTURY 
PAINTINGS,  CHINESE  AND  CONTINENTAL  PORCELAIN, 
ENGRAVED  GLASS  AND  OTHER  WORKS  OF  ART 

including  the  property  ot  Mrs  Mandele-Vermcek 

On  view  Friday,  12th  November,  Saturday,  13th  November  and 
Sunday,  14th  November,  daily  front  10  am  to  4  pm 
in  our  Galleries  at  Nes  73-87 

Richly  illustrated  catalogue  ^2.50 


Pietcr  Jansz.  Sai 


nrcaam. 


of  St.  Mariakcrk,  Utrecht,  signed  and  dated  1651,  on  panel,  47  by  36  cm. 
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Sotheby  Parke  Bernet.  A.G.  zurich 

20  Bleicherweg,  8022  Zurich  Telephone:  (1)  25  00  11  Telegrams:  Abinitio,  Zurich  Telex:  52380 


announce  a  scries  of  sales  in  November,  1976 

at  the  BAUR  AU  LAC  HOTEL,  ZURICH 
(Telephone:  (1)  23  16  50  Telex:  53567) 

Wednesday,  17th  November,  at  14.30  hours 

IMPORTANT  WATCHES  AND  AUTOMATA 


Thursday,  18th  November,  at  10.30,  14.30  and  17.30  hours 

IMPORTANT  JEWELS 

Friday,  19th  November,  at  10.30  hours 

FINE  GOLD  BOXES  AND  OBJECTS  OF  VERTU 

Friday,  19th  November,  at  14.00  hours 

FABERGE,  RUSSIAN  WORKS  OF  ART  AND  ICONS 


A  three-colour  gold  snuffbox  by  Charles  le  Bastier,  Paris,  1767,  90  cm.  wide 
A  gold  and  enamel  box  by  Joseph-Etienne  Blcrzy,  c.  1800 
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SEND  NOW  for 
this  SUPERB 
Connoisseur's 
Diary 
& 

Appointments 
Book 


PRICE 


This  superb  example  of  craftsmanship  will  be  available 
well  before  Christmas.  But  send  for  it  now  as  only  the  first 
five  hundred  applications  can  be  accepted.  Bound  in 
polished  crimson  calf  hide,  the  gold  blocked  undated  cover 
with  optional  matching  initials  can  be  detached  from  the 
water  silk  slip-in  diary  for  use  with  future  refdls.  Each 
spread  of  hand  gilded  pages  presents  a  week  of  the  year 
with  one  column  to  each  weekday  identifiable  by  the 
bound-in  silk  marker  for  easy  reference.  Introductory 
pages  are  of  special  interest  to  Collectors  and  include 
import  and  export  of  antiques,  Sovereigns  of  England, 
English  Clockmakers,  Porcelain  Factories,  Painters,  Silver 
Marks,  Chinese  dynasties,  and  much  else  besides. 
The  Diary  and  Appointments  Book  is  sent  to  you  in  a 
specially  designed  protective  container.  Overall  size  io"x7£". 


ORDER  FORM 

TO:  The  Connoisseur,  CHESTERGATE  HOUSE,  VAUXHALL  BRIDGE  ROAD,  LONDON,  SWiV  iHF 

(Reg  Office)  Reg  No.  112955  England. 

Please  send  me  Copies  of  The  Connoisseur  Diary  and  Appointments  Book  for  1977.  Amount  

Mr/ Mrs/Miss  

If  required,  please  state  initials   2nd  Copy   3rd  Copy  

Address   


Diaries 

Postage  &  Packing 

Total  per  diary 

U.K.  £15.00  + 

•5°p 

Europe  £15.00  + 

£2-25 

Elsewhere  £15.00  + 

£18.00 

U.S.A.  $29.00  + 

$5-75 

$34-75 

Refills  only 

U.K.  £540  + 

£0.20 

£  5.00 

Elsewhere  £5.40  + 

£1.00 

£  6.40 

U.S.A.  S9.60  + 

S3.40 

$13.00 

VAT  No. 

238  3874  23 
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mited 

The  December  issue  of  The  Connoisseur  re-examines  Napoleon  i  s  role  as  a  patron  of  the 
arts,  building  on  research  carried  out  since  the  seminal  exhibition  held  at  the  Grand  Palais, 
Paris,  in  1969.  There  will  be  articles  on  aspects  of  furniture,  jew  cilery,  carpets,  wallpapers, 
and  paintings,  including  features  on  a  set  of  fine  portraits  looted  by  Marshal  Bliicher  in 
1815  and  recently  rediscovered,  on  a  suite  of  furniture  made  for  the  Queen  of  Spain  and 
on  the  work  of  two  war  artists  in  the  Duke  of  Wellington's  collection. 

Front  cover:  Rembrandt  Harmensz.  van  Rijn. 
Self-portrait,  late  1630s.  Norton  Simon  Foundation. 


Circulation  Information. 

Great  Britain.  Single  copy  price  £2.00.  The 
Annual  subscription  is  £25.00  including  postage 
(Europe  and  overseas,  £30.00  including  postage) 
which  may  be  booked  from  your  local  bookseller 
or  remittance  can  be  sent  direct  to  The  National 
Magazine  Co.  Ltd.,  Chestergate  House,  Vauxhall 
Bridge  Road,  London  swiv  ihf.  Enquiries 
regarding  subscriptions  should  be  addressed  to 
The  Connoisseur  Subscription  Department, 
22  Armoury  Way,  London  swi  8  iha 
(01-874  1 181),  to  where  notification  of 
change  of  address  should  also  be  sent  at  least 
4  to  5  weeks  before  publication.  The  Connoisseur 
is  distributed  by  The  National  Magazine 
Distributors  Ltd. 

U.S.A.  Single  copy  price  $5.00.  Subscription 
price  United  States  and  possessions  $48.00  for 
one  year  (12  issues),  $85.00  for  two  years  (24 
issues).  Canada  and  all  other  countries  $55.00 


for  one  year,  $99.00  for  two  years.  Single 
copies  may  be  obtained  by  sending  your  order 
with  remittance  to  the  New  York  Circulation 
office.  The  Connoisseur  will,  upon  receipt  of  a 
complete  new  or  renewal  subscription  order, 
undertake  fulfilment  of  that  order  so  as  to 
provide  the  first-copy  delivery  to  the  Postal 
Service  within  six  to  twelve  weeks.  If  for  some 
reason  this  cannot  be  done,  you  will  be  promptly 
notified  of  the  issue  date  that  will  begin  your 
subscription,  with  a  request  for  any  further 
instructions  concerning  your  order.  Please 
address  all  such  orders  to  The  Connoisseur, 
250  West  55th  Street,  ny  10019.  Should  you 
have  any  problem  with  your  subscription, 
please  write  to  John  Harris,  Customer  Service 
Department,  The  Connoisseur,  at  the  above 
address.  To  assure  quickest  service,  please  enclose 
your  mailing  label  when  writing.  Renewal 
orders  must  be  received  at  least  eight  weeks 
prior  to  expiration  to  assure  continued  service. 


dbition  of  English  Oil  Paintings  from  November  16th — December  3rd. 


Boys  fishing  by  William  Mulready,  R.A.  1786- 1863.  Oils  on  canvas. 
Signed  with  initials.  30"  x  40"  (76  x  101.5  cms) 
Collection:  Miss  Swinburne,  18S2. 
Exhibited:  Possibly  Royal  Academy,  1814,  no.  2j$ 
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Spink  &  Son  Ltd  JL.  King  Street,  St  James's,  London  SWi .  Telephone  01-930  7888  (24  hours).  Telex  91 671 1 , 


The  Norton  Simon  Museum  of  Art 
at  Pasadena 


This  issue  is  devoted  to  one  of  the  most  remarkable  art  collections  in  the  world.  It  is 
remarkable  in  many  ways;  it  was  founded  by  a  man  who  has  become  something  oi  a  legend 
in  the  Arts  world,  and  its  range  and  quality  make  it  an  essential  port  of  call  for  scholars  in 
many  fields.  It  was  assembled  in  an  astonishingly  short  time,  and  is  on  exhibition  to  the  public. 
Leading  institutions  in  both  Europe  and  America  have  benefited  from  a  generous  and  far- 
sighted  system  of  long-term  loans.  Like  other  achievements  on  this  scale,  it  has  aroused  envy 
and  attracted  publicity,  some  of  it  adverse.  There  have  been  the  occasional  and  inevitable 
controversies,  and  newspaper  columnists  have  been  quick  to  exploit  the  newsworthiness  of 
Norton  Simon's  name.  The  successful  business  man  turned  art  collector  is  a  favourite  target, 
and  has  been  since  the  time  of  Croesus.  There  is  something  about  huge  American  foundations, 
multifaceted  as  they  tend  to  be,  which  baffles,  even  exasperates,  Europeans.  It  was  probably 
easier  to  be  King  of  Lydia  than  it  is  to  be  Norton  Simon. 

Mr.  Simon  has  been  interested  in  art  for  a  quarter  of  a  century.  He  has  established  the 
Norton  Simon  Foundation,  and  the  Norton  Simon  Inc.  Foundation  to  both  acquire  and  exhibit 
works  of  art.  The  Norton  Simon  Museum  of  Art  at  Pasadena  is  a  quite  separate  entity,  but 
displays  the  major  part  of  Simon's  collection.  The  uninitiated  may  perhaps  be  forgiven  for  a 
moment's  confusion,  and  a  wry  smile,  at  this  quintessentially  American  way  of  assembling  and 
presenting  a  major  collection.  In  fact  the  museum  itself  was  founded  in  1924,  and  was  rescued 
by  Norton  Simon  only  a  few  years  ago.  Generating  financial  support  is  a  necessary  part  of 
museum  life  in  the  United  States,  and  the  original  museum  at  Pasadena  combined  modest 
holdings  with  an  eventually  ruinous  policy  of  temporary  displays  of  contemporary  art.  Norton 
Simon's  intevention  has  made  it  not  only  highly  successful,  but  the  repository  of  some  or  the 
most  important  art  works  in  the  world. 

The  collection  ranges  from  European  painting  and  sculpture  from  the  early  Renaissance  to 
the  twentieth  century  to  Indian  bronzes,  Old  Master  paintings,  graphics,  Impressionists  and 
Asian  stone  carving.  It  is  a  remarkable  span,  considering  the  time  taken  to  bring  it  together  - 
less  than  two  decades.  Although  loans  are  made  to  other  museums,  the  museum  at  Pasadena  is 
the  focal  point  and  main  beneficiary  of  this  astonishing  collecting  impetus. 

It  is  not  possible  within  the  confines  of  a  single  issue  to  cover  every  aspect  of  the  collection. 
The  museum  possesses  notable  examples  of  early  Italian  painting  (Guariento,  Filippino  Lippi 
and  Lorenzetti)  French  art  of  the  seventeenth  and  eighteenth  centuries  (Rigaud,  Poussin,  Claude, 
Chardin  and  Watteau)  early  German  painting  (Cranach),  Italian  sculpture  and  Fragonard 
drawings  in  addition  to  the  works  of  art  discussed  in  this  issue.  In  the  last  five  years  Indian  and 
South  Asian  bronzes  and  stone  figures  have  been  added  to  the  collection,  along  with  such 
startling  acquisitions  as  Raphael's  Madonna  and  Child  with  Book,  Filippino  Lippi's  Ss  Apollonia, 
Benedict,  Paul  and  Frediano,  and  Rubens'  Holy  Women  at  the  Sepulchre.  It  is  an  impressive 
record,  and  a  tribute  to  the  man  who  has  had  the  energy  and  enthusiasm  to  use  his  riches  in 
this  satisfactory  and  enviable  way.  The  Norton  Simon  Museum  of  Art  at  Pasadena  is  as 
portentous  as  it  sounds. 
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DUTCH  AND  FLEMISH  MINTING 

Horst  Gerson 


1.  Marten  van 
Heemskerck. 
Nalnra,  detail,  1567, 
panel, 

14 J  X  62 1  inches. 

2.  Frans  Snyders. 
Still-life  of  fruit 

and  vegetables, 
69  X  101  inches. 


Norton  Simon's  vast  art  collection  is  devoted 
only  in  part  to  early  European  art,  with  Dutch 
and  Flemish  painting  forming  only  a  fraction 
of  that  -  perhaps  not  even  the  most  important  one. 
Nevertheless  his  holdings  in  this  area  are  strong  enough 
to  vie  with  those  of  public  museums  famous  for  their 
Dutch  and  Flemish  paintings.  In  America,  this  kind  of 
collecting  is  associated  with  the  East  Coast  rather  than 
the  West.  Lately,  however,  the  California  museums 
have  begun  catching  up  with  their  older  brothers  in  the 
East.  The  Timken  Gallery  in  San  Diego  has  a  small  but 
unimpeachable  choice  of  Dutch  pictures;  the  Los 
Angeles  County  Museum  will  someday  harvest  the 
fruits  of  its  careful  purchasing  and  its  cultivation  of 
selected  collectors;  and  the  Getty  owns  not  only  a 
masterpiece  by  Rembrandt  but  also  lesser  known  pic- 
tures like  those  in  the  older  Johnson  Collection  in 
Philadelphia.  It  comes  as  a  slight  shock  to  realise  that 
Norton  Simon's  collection,  now  housed  in  the  new 
Norton  Simon  Museum  of  Art  in  Pasadena,  is  not 
modelled  on  any  of  its  predecessors.  It  reflects  the 
buyer's  own  style  of  buying.  Mr.  Simon  buys  because 
the  spark  of  a  work  ignites  his  imagination  and  when 
comparing  his  collection  to  those  of  his  American  fore- 
runners -  Mellon,  Bache,  Huntington,  Morgan, 
Widcner,  Frick  -  you  quickly  realise  that  the  time  in 
which  we  live  is  not  conducive  to  grand  collecting. 

From  the  sixteenth  century  there  is  as  rare  a  subject 
as  Marten  van  Hecmskerck's  Natura  (No.  1)  and  so 
vast  a  canvas  as  Jan  Massys'  Suzanna  and  the  Elders. 
Each  represents  a  different  phase  of  Mannerism,  the 
Dutch  example  in  the  learned  and  sophisticated  render- 
ing of  an  allegory,1  the  Flemish  one  in  the  strange 
mixture  of  decorative  detail  and  unnaturally  pale 
flesh.  Collectors  of  the  older  generation  would  have 
disregarded  both  paintings.  In  the  old  collector's  eye 
Mannerist  art  was  debased  art,  fit  only  for  teaching 
purposes.  You  will  not  find  much  of  it  in  the  Metro- 
politan Museum  or  the  National  Gallery  of  Art  in 
Washington.  Neither  of  those  collections  can  conceal 
its  origins  in  the  salons  of  old-fashioned  millionaires, 
where  the  only  artists  who  were  admitted  had  to  have 
names  like  Rembrandt,  Frans  Hals,  Vermeer,  Cuyp, 
Hobbema  or  Steen.  The  Metropolitan,  the  older 
museum  of  the  two,  has  been  able  to  add  some  good 
small  Masters  to  the  roster  of  great  names,  but  the 
National  Gallery  has  remained  unwilling  to  lower  its 


sights.  Norton  Simon  does  not  suffer  from  this  kind  of 
inhibition,  or  the  related  prejudice  that  Dutch  and 
Flemish  paintings  should  be  cabinet  pictures.  Thanks 
to  this  openmindedness,  he  was  able  to  acquire  a 
masterpiece  by  Frans  Snyders  (No.  2),  a  fruit  and 
vegetable  painting  measuring  about  seven  thousand 
square  inches  (it  may  have  been  even  larger  originally). 
We  have  become  afraid  of  delighting  in  decorative 
'peinture  pure'.  Most  of  those  in  the  Hermitage  were 
bought  by  Catherine  the  Great  from  the  Walpolc 
Collection  at  Houghton  Hall.  Norton  Simon  got  his  at 
the  Duke  of  Newcastle's  sale. 

The  collector  who  wants  to  own  a  Rubens  is  likely 
to  keep  Iris  eye  out  for  a  sketch.  The  one  in  Pasadena, 
The  Hunt  of  the  Calydonian  Boar,  has  been  called  by 
Michael  Jaffe,  and  I  concur,  'breathtakingly  beautiful' 
(colour  b).2  It  is  hard  to  believe  that  this  overwhelm- 
ingly dynamic  sketch  is  actually  related  to  a  'static' 
antique  sarcophagus  relief.  In  colour  and  composition 
the  sketch  is  as  powerful  as  those  for  the  Jesuit  church, 
while  being  more  advanced  in  execution.  It  is  also  done 
in  greater  detail,  intended  as  it  was  to  give  the  work- 
shop enough  information  to  execute  the  big  picture 
without  the  help  of  Rubens  himself.  The  quotation 
from  the  antique  is  more  evident  in  the  large  Holy 
Women  at  the  Sepulchre  (No.  3) :  the  middle  Mary,  the 
Magdalene  in  violet,  derives  her  statuesque  quality 
from  a  well-known  antique  Pudicitia  (Chastity)  which 
Rubens  had  copied  in  Rome.  The  transfer  from  the 
heathen  sphere  to  the  Christian  is  completely  author- 
itative. So  is  the  conversion  of  a  lifeless  statue  into 
moving  expression  and  powerful  gesture.  Rubens  did 
not  achieve  these  results  without  careful  reflection.  He 
wrote:  'I  am  convinced  that  in  order  to  achieve  the 
highest  perfection  (in  that  art)  one  needs  a  full  under- 
standing of  the  statues,  nay  a  complete  absorption  in 
them ;  but  one  must .  . .  avoid  the  effect  of  stone'.3  The 
Roman  monumentality  has  penetrated  all  the  figures  as 
w  ell  as  the  architectural  background.  The  painting  is 
one  of  the  Master's  great  classical  works  of  the  second 
decade,  and  is  rightly  dated  about  1614. 

These  are  not  the  only  great  pictures  by  Rubens  in 
the  collection,  but  on  the  other  hand  there  is  no  Van 
Dyck.  The  last  flowering  of  Mannerist  art  is  well  re- 
presented in  works  by  Roelant  Savery  and  Balthasar 
van  der  Ast  (Nos.  4  and  5).  Both  are  examples  of  a 
curious  'Kunstkammer'  style,  in  which  late  Mannerist 


163 


Dutch  and  Flemish  Painting 


3.  Sir  Peter  Paul 

Rubens. 

The  Holy  Women 

at  the  Sepulchre, 

panel, 

44  X  57b  inches. 


finesse  of  design  competes  with  a  fresh  feeling  for 
natural  beauty.  When  it  was  painted  in  1624,  Roelant 
Savcry's  landscape  (No.  4)  must  have  looked  hopelessly 
outdated  beside  the  contemporary  works  of  Esaias  van 
de  Velde  and  the  young  van  Goyen.  Nevertheless  the 
smart  money  of  the  day  was  still  being  spent  on  Savcry. 
What  was  once  the  exclusive  privilege  of  Emperor 
Rudolph  11,  at  whose  court  in  Prague  Savery  had 
painted,  was  now  available  to  any  Utrecht  art  lover, 
and  they  bought.  Although  Balthasar  van  der  Ast's 
still-life  (No.  5)  is  not  as  stylishly  precise  in  composition 


as  the  Savery,  yet  its  uncomplaining  observation  of 
every  last  detail  does  not  give  it  what  you  would  call 
a  modern  look.  Being  naturalistic  trifle  by  trifle  only 
undermines  pictorial  unity,  the  aim  of  the  younger 
generation  of  Dutch  painters  of  that  time.  Van  der 
Ast  and  his  customers  were  sensitive  to  other  values, 
such  as  the  intellectual  pleasure  of  discerning  decay 
(the  falling  leaves,  the  nibbling  beetle)  where  others 
saw  only  gay  flowrers  and  luscious  fruits. 

The  collector's  pride  in  owning  Rembrandts  must 
have  been  given  quite  a  damper  by  the  battle  of  the 
'experts'  on  the  number  of  pictures  which  can  be 
safely  attributed  to  the  Master.  The  more  so  since 
word  has  it  that  the  corpus  which  the  Amsterdam 
Rembrandt  Research  Project  is  preparing  will  be  even 
smaller  than  the  Gerson's  notorious  reduced  list.  What- 
ever history  may  end  up  deciding,  however,  my  con- 
viction of  today  is  that  the  Self  Portrait  of  the  late 
'thirties  (front  cover)  is  a  real  one  and  not  a  Rembrandt 
portrait  done  by  a  pupil.  It  is  moreover  one  of  the 
pictures  which  shows  how  gradual  the  transition  was 
from  the  Baroque  outwardness  of  the  'thirties  to  the 
more  subdued  reflectiveness  of  the  'forties.  The  rich 
surface,  the  strong  design  and  the  structure  of  the  paint 
itself,  built  up  layer  by  layer,  conform  with  Rembrandt's 
technique  and  power  of  expression  in  this  period.  The 
picture  has  been  attributed  to  Govaert  Flinck  on  the 
basis  of  an  eighteenth-century  print  by  the  completely 
unknown  engraver  J.  B.  Le  Sueur.4  Flinck  was  some- 
thing of  a  saleroom  favourite  in  the  eighteenth- 
century,  and  an  astounding  variety  of  pictures  -  among 
them  Vermecr's  Girl  reading  a  Letter-  were  shamelessly 


4.  Roelant  Savery. 
Landscape,  1624, 
panel, 

20|  X  30  inches. 


Colour. 

a.  Frans  Hals. 
Portrait  o  f  a  Man, 
26  X  19 J  inches. 
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5.  Balthasar 
van  der  ast. 
Fruits  and  Flowers, 
panel, 

16J  X  29$  inches. 


Below. 

6.  Nicolaes  Maes. 
A  family  portrait  with 
a  view  of  Dordrecht, 
44  X  47J  inches. 

Below  right. 

7.  Johannes 
cornelisz 
Verspronck. 
Portrait  of  a  Lady, 
said  to  be 

Trijntgen  Adanisdr., 
wife  of  Thomas 
Wyck,  1641, 
30 \  X  25  \  inches. 


misattributed  to  him.  The  documentary  value  of  the 
Le  Sueur  print,  in  other  words,  is  small  at  best. 

The  Frans  Hals  portrait  is  a  powerful  painting  of  the 
late  'fifties  (colour  a)  endowed  with  the  blessing  of  as 
diverse  a  bunch  of  critics  as  Trivas,  Slive  and  Grimm, 
not  to  mention  those  of  a  bygone  age  like  Bode, 
Hofstede  de  Groot,  Diilberg  and  Valentincr.  What 
seems  incomprehensible  is  Grimm's  early  dating  of 
1645-1646,  when  Trivas  ('not  before  1655')  and  Slive 
('1655-1660')  arc  surely  right.  That  we  are  unable  to 
identify  the  sitter  is  not  a  result  of  scholarly  inertia 
(Valentincr  successively  suggested  the  printer-sitters 
Laurens  van  der  Vinnc  and  Jan  van  de  Cappellc)  but  of 
the  poor  documentation  of  Dutch  seventeenth-century 
art,  which  is  littered  with  thousands  of  unknown 
portraits.  Neither  the  Family  by  Nicolaes  Macs  (No.  6; 


once  signed  and  dated  1656?)  nor  the  Young  Lady  by 
Johannes  Verspronck  (No.  7)  is  known  to  us  by 
name.  All  we  can  say  for  certain  about  the 
Maes  family  is  that  they  lived  in  Zwijndrecht,  a 
village  opposite  Dordrecht,  whose  Great  Church  can 
be  seen  across  the  river.  We  also  cannot  escape  the 
impression  that  the  sitters  are  strikingly  sober  even  for 
a  family  of  Dutch  burghers.5  But  what  does  that  tell 
us?  Was  it  due  to  the  express  wishes  of  the  pater 
familias?  Docs  that  make  him  a  Calvinist  preacher?  Or 
is  the  sobriety  typical  for  provincial  art  and  society  as 
a  whole,  in  reaction  to  the  courtly  airs  of  The  Hague? 
Perhaps  it  expresses  the  painter's  own  style  of  those 
years,  when  he  was  still  under  the  spell  of  Rembrandt's 
art  of  the  'forties.  Vcrspronck's  girl,  however, 
radiates  all  the  gaiety  and  outwardness  we  have  come 
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8.  Salomon 
van  ruysdael. 
Landscape  with 
a  sandy  road, 
1628,  panel, 
10}  X  15  inches 


9.  Salomon 
van  ruysdael. 
Halt  in  front  of  an  Inn, 
1643,  panel, 
2.4  x  36  inches. 


to  expect  in  the  Haarlem  of  Frans  Hals  and  his  circle.6 
The  main  genres  of  Dutch  art  were  portraiture  and 
still-life,  landscape  and  everyday  scenes.  As  to  land- 
scape, the  rich  American  collectors  of  the  old  school 
preferred  Meindert  Hobbema  to  Jacob  Ruisdael  and 
Aelbcrt  Cuyp  to  Salomon  van  Ruysdael.  Today,  the 
decorative  art  of  Salomon  van  Ruysdael  is  the  favourite 


of  all  the  buyers,  private  as  well  as  public.  Norton 
Simon's  choice  of  Salomon's  works  is  unusual  in  that 
it  includes  a  very  early  landscape  (No.  8)  in  addition  to 
a  more  typical  one  of  the  'forties  (No.  9).  The  power 
of  the  stormy  dune  scene  with  its  strong  play  of  light 
and  shadow  contrasts  to  the  harmonious  composition 
of  later  years,  which  entertains  us  with  its  rich  narrative 
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10.  Jacob 
van  ruisdael. 
A  woody  landscape 
with  a  pool,  panel, 
27J  X  36}  inches, 


11.  Jacob 
van  ruisdael. 
Three  old  beech  trees, 
548  X  68J  inches. 
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12.  Jan  Steen. 
Bathsheba,  panel, 
15  X  12  J  inches. 


detail.  Jacob  van  Ruisdacl  started  to  paint  around  the 
middle  of  the  'forties,  in  the  period  to  which  the 
second  painting  of  his  uncle  belongs.  The  differences 
are  extraordinary.  The  only  family  resemblance  I  can 
detect  is  a  certain  love  for  the  detailed  rendering  of 
foliage  and  trees;  with  the  elder  Salomon  it  had  be- 
come routine,  while  in  Jacob's  work  it  is  still  the  result 
of  direct  observation  (No.  10).  Jacob  always  seems  to 
be  attempting  to  penetrate  the  mysteries  of  nature, 
even  in  scenes  born  in  his  imagination  (No.  11).  We 
sense  the  struggle  of  the  ravaged  trees  with  the  wind. 
Deep  in  the  valleys  a  river  flows  towards  the  horizon 
past  hills,  a  twisting  country  road,  a  farmhouse  and  a 
village.  Nothing  could  be  less  Dutch.  The  romantic 
he  of  the  land  is  matched  by  an  overwhelming  grand- 
eur and  serenity  rare  in  Dutch  art. 

It  cannot  be  by  chance  that  all  of  the  Jan  Steen 
pictures  in  the  collection  belong  to  a  category  that 
other  collectors  tend  to  shun:  late  works  with  biblical 
or  mythological  subjects.  The  famous  Jan  Steen  fun 
and  jokes  are  reserved  for  the  less  important  characters 
in  the  story.  The  servant  in  the  Bathsheba  is  funny, 
while  her  lady  is  very  serious  (No.  12).  Anecdotal 
details  are  suppressed  -  the  fatal  love  letter  alone  tells 
all.  The  cause  of  the  evil  is  the  far-away  figure  of  King 
David  on  the  palace  parapets.  Also  isolated,  in  the 
midst  of  the  bustle  of  the  Wedding  Feast  at  Cana 


is  Christ  (colour  c),  who  has  just  accomplished  the 
miracle  of  changing  water  into  wine.  Mis  folded  hands 
arc  right  above  the  glass  freshly  poured  by  the  aston- 
ished steward.  The  guests  go  on  drinking  and  eating 
without  paying  any  attention  to  the  miracle  or  to 
Christ  himself.  Only  those  nearest  to  him  recognise 
his  sanctity.  Nor  do  any  of  the  party  look  at  the  proto- 
Christian  statue  of  Moses  holding  the  rod  with  which 
he  struck  the  life-giving  water  from  the  rock.  Jan 
Steen's  rendering  of  the  Wedding  Feast  at  Cana  may 
not  be  a  full-fledged  history  painting  in  the  Dutch 
tradition,  but  neither  is  it  merely  a  genre  scene  with 
Biblical  trappings.  Much  as  the  artist  and  his  public 
may  have  enjoyed  the  renderings  of  the  partygocrs, 
the  Christian  message  was  not  unimportant  to  them. 
Steen  and  his  clients  looked  for  a  second  layer  in  a  work 
of  art,  one  worthy  of  serious  contemplation.7  For  that 
matter,  this  applied  to  genre  painting  as  well.  In  Steen's 
works  the  message  is  usually  spelled  out,  sometimes 
literally  in  the  form  of  an  inscription,  but  other  Dutch 
painters  preferred  to  disguise  it  in  a  form  that  can 
easily  be  overlooked  by  the  unprepared  modern 
observer.  Thanks  to  the  researches  of  the  young  Dutch 
art  historians,  chiefly  E.  de  Jongh,  this  side  of  Dutch 
genre  has  been  laid  open  to  us  again.8 

NOTES 

1.  W.  Weston  has  carefully  described  and  interpreted  this 
allegory,  which  probably  served  originally  to  decorate  a 
Netherlandish  virginal  (Quarto  1,  1974,  published  by  the 
Henry  Gallery,  University  of  Washington  Art  Museum). 
The  fifteenth-  and  sixteenth-century  paintings  in  the 
Norton  Simon  Collection  are  not  included  in  my  survey. 

2.  The  Burlington  Magazine  111,1 969,  440. 

3.  Rubens'  Latin  treatise  'De  imitatione  statuarwn  was  published 
for  the  first  time  in  Paris  in  171 8.  See  W.  Stechow,  'Rubens 
and  the  Classical  Tradition',  Cambridge,  Mass.,  1968,  26. 

4.  J.  G.  van  Gelder,  in  The  Burlington  Magazine  92, 1950,  328. 
The  print,  which  reproduces  the  painting  as  an  oval,  is  not 
dated,  contrary  to  what  van  Gelder  claims.  The  entire 
inscription  reads:  'G.  Flinck  pinx.J.  B.  he  Sueur  sclp. 
portrait  du  Rembrandt  du  cabinet  de  M.  le  Comte  de  Baudouin'. 
There  is  a  catalogue  of  a  Cte.  de  Baudouin  sale  (Lugt  5587), 
but  it  consists  only  of  copies  after  originals  that  formerly- 
belonged  to  the  count.  The  catalogue  does  not  give  any 
information  on  the  'perte  de  la  precicuse  collection*. 

The  copy  after  Govaert  Flinck  is  lot  55. 

It  is  well  known  that  Catherine  n  had  ordered  to 

but  in  1780  'the  pictures  of  the  collection  of 

Count  Baudouin,  at  Paris,  almost  all  of  them  of 

first  order'  (catalogue  Hermitage,  1891,  part  one,  p.  xv), 

but  this  Rembrandt  was  apparently  not  among  them. 

5.  A.  Staring,  in  Oud-Holland  80,  1965,  169. 

6.  The  lady  is  not  identical  with  Trijntgen  Adamsdr., 
wife  of  Thomas  Wijck,  as  had  once  been  suggested. 

7.  The  Wedding  Feast  at  Cana  has  been  dealt  with  by 

W.  Stechow  in  the  Nederlandsch  Kunsthistorisch  Jaarboek  23, 
1972,  80,  and  again,  very  thoroughly,  by  W.  Weston  in 
Quarto  3,  July  1974. 

8.  See  current  exhibition  in  Rijksmuscum,  'Tot  lering  en 
vermaak'. 

Illustrations.  Nos.  1-12  and  colour  b  and  c:  Norton  Simon 
Foundation ;  colour  A :  Norton  Simon  Inc.  Foundation. 

Horst  Gerson  is  a  former  Director  of  the  R.K.D.,  The 
Hague,  and  former  Professor  at  Groningen  University. 
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SHI\  A,  LORD  OF  DANCE 

The  Shivapuram  Nataraja 


Martin  Lerner 


Shiva's  role  as  Nataraja,  'Lord  of 
Dance',  the  teacher  of  dance  to  all 
mankind,  was  well  known  and 
accepted  considerably  earlier  than  the 
oldest  surviving  representations  in  art. 
Some  of  the  ancient  beliefs  associated  with 
Shiva  Nataraja  are  preserved  in  the  follow- 
ing ways: 

The  gods  of  all  the  worlds  gathered 
round  Him  as  He  prepared  to  dance  in  the 
golden  hall  of  Chidambaram  at  the  centre 
of  the  universe.  He  danced  to  the  eternal 
runes  and  rhythms  of  the  mystical  forces 
of  the  cosmos.  And  as  he  danced  the  worlds 
were  hushed  and  still.  Through  dance- 
gestures  and  symbols.  He  taught  the  illust- 
rious gathering  at  Chidambaram  that  He 
is  Creator,  Preserver  and  Destroyer,  and 
only  through  Him  are  these  achieved.  This 
He  did  by  holding  in  His  upper  dexter 
hand,  the  damaru,  the  hand-drum  from 
which  issues  the  first  primordial  vibrating 
sound  of  creation.  And  with  His  lower 
dexter  hand  He  made  the  gesture  ofahhaya, 
removing  fear,  protecting  and  preserving. 
In  His  upper  sinister  hand  He  held  agni,  the 
consuming  fire  of  dynamic  destruction. 
With  His  right  foot  He  trampled  the 
apasmara  purusha,  the  ignoble  personifica- 
tion of  illusion  who  leads  mankind  astray. 
And  in  His  dance  of  ecstacy,  He  raised  His 
left  foot,  and  using  the  gesture  of  gaja 
hasta  He  pointed  to  this  foot  lifted  to 
provide  refuge  for  the  troubled  soul.  And 
all  the  while,  supreme  bliss  radiated  from 
His  glorious  countenance.  And  thus,  He 
taught  that  the  soul  of  mankind  can  be 

Colour. 

Shiva,  Lord  of  Dance 
(Shivanataraja), 
Chola  Period,  c.  970, 
Shivapuram,  Tanjore  District, 
Tamil  Nadu,  India,  bronze. 
Height:  44  inches. 
Formerly  in  the  Shiva  temple 
at  Shivapuram. 
On  ten  year  loan  to  the 
Norton  Simon  Foundation 
from  the  Union  of  India. 


transported  from  illusion  and  igorance  to 
salvation  and  eternal  serenity  through 
belief  in  Shiva.1  As  He  danced,  those 
assembled  at  Chidambaram,  seeing  in  the 
great  Mahadeva  Shiva's  peacock-feather 
headdress,  Ganga,  the  river  goddess,  and 
the  cobra,  the  human  skull  and  the  crescent 
moon,  were  reminded  of  his  past  glories. 

That  Bhagiratha,  a  righteous  youth,  in 
order  to  insure  the  salvation  of  executed 
wicked  relatives  was  charged  with  having 
their  ashes  sprinkled  with  water  of  the 
celestial  river,  Ganga.  Pleasing  the  river 
goddess,  the  boy  secured  her  consent  to 
come  to  earth.  But  Ganga,  certain  that  the 
force  of  her  descent  from  heaven  would 
split  the  earth,  inquired  of  Bhagiratha, 
'Who  is  there  mighty  enough  to  blunt  the 
force  of  my  descent?'  And  the  boy  ans- 
wered, 'Only  Shiva'.  He  then  performed 
penance  to  Shiva  and  Shiva  went  to  the 
Himalayas,  home  ot  the  celestial  river 
goddess  to  receive  the  water.  But  Ganga, 
thinking  Shiva  unequal  to  the  task, 
descended  with  terrible  force.  The  great 
Mahadeva,  resolving  to  humble  the  river 
goddess,  received  the  immeasurable  force 
of  her  fall  on  His  majestic  head,  then  com- 
pelled her  to  wind  her  way  slowly  and 
laboriously  through  the  intricate  labyrinth 
of  His  matted  locks  of  hair  (jatas)  before 
being  allowed  to  reach  earth.  And  so  it 
was  that  Ganga,  her  lower-half  limpid  like 
a  gentle  brook,  came  to  be  shown  in 
Shiva's  jatas,  a  tiny  image  adoring  the 
great  Mahadeva.2 

That  one  day,  when  the  naked  Shiva  was 
out  walking  near  the  slopes  of  Mount 
Mcru,  He  was  seen  by  the  wives  of  the 
risliis  (sages).  Becoming  enamoured  of  Him 
there  occured  a  mass  seduction.  The  pro- 
miscuity of  their  wives  so  enraged  the 
rishis  they  performed  severe  austerities 
penances,  sacrifices  and  incantations  to 
overcome  Shiva.  There  then  arose  from 
their  ceremonial  ground,  wild  animals  and 
serpents,  a  battle  axe  and  a  black  buck,  the 


apasmara  purusha,  a  human  skull,  the 
crescent  moon  and  more.  All  these  were 
hurled  at  Shiva  to  destroy  Him.  But  He 
skinned  the  wild  animals  to  use  as  gar- 
ments, and  He  took  the  serpents  as  personal 
adornments.  He  tamed  the  black  buck  to 
serve  as  mascot  and  took  the  battle  axe  as 
personal  symbol.  The  human  skull  and 
crescent  moon  He  set  in  His  crown  ot 
jatas.  The  apasmara  purusha  He  trampled 
underfoot,  forever  to  serve  as  His  personal 
footstool.3 

The  great  scholar,  A.  K.  Coomaraswamy 
wrote  that  Shiva's  dance  represents  five 
activities  Creation,  Preservation  (Protec- 
tion), Destruction,  Illusion,  and  Salvation.4 
It  is  obvious  that  some  of  these  activities, 
considered  separately,  are  the  responsibili- 
ties of  other  Hindu  deities.  In  the  usurpa- 
tion of  Brahma's  creative  role  and  Vishnu's 
preservative  role,  the  sectarian  triumph  of 
the  Shaivitcs  is  apparent. 

Coomaraswamy  summaries  a  three-fold 
essential  significance  for  the  Dance: 

i)  '.  .  .  It  is  the  image  of  (Shiva's)  Rhythmic 
Activity  as  the  Source  of  all  Movement 
within  the  Cosmos,  which  is  represented 
by  the  Arch'. 

ii)  The  purpose  of  the  dance  is  to  release 
man's  soul  from  the  bondage  ot  illusion. 

iii)  Chidambaram,  the  place  of  the  dance, 
is  within  the  heart.5 

Texts  vary  in  what  they  say  about  the 
Nataraja  form  of  Shiva,  and  the  meaning 
of  the  Dance  itself.  The  extraordinary 
plastic  conceptualisation  ot  the  Chola  art- 
ists of  South  India,  however,  seems  bril- 
liantly clear.  They  turned  abstract,  iconic 
speculation  into  a  dynamic  and  cyclical 
form  which  perhaps  comes  as  close  to 
being  a  summation  ot  Indian  culture  as  any 
single  icon  possibly  could. 

There  are  usually  one  hundred  and  eight 
different  dancing  modes  associated  with 
Shiva.  These  have  been  preserved  in  dance 
manuals  as  well  as  being  craved  on  the 
walls  of  the  Nataraja  temple  at  Chidam- 
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baram.  Sculptures  of  Shiva  dancing  survive 
from  at  least  as  early  as  the  sixth  century, 
occurring  at  Badami,  Bhumara,  Aihole 
Ellora,  Elephanta,  and  Pattadakal,  to  name 
only  a  few  sites.  In  these  early  examples, 
however,  Shiva  is  not  in  the  ananda 
tandava  posture  that  became  standard  dur- 
ing the  Chola  period.  The  ananda  tandava 
mode,  perhaps  first  used  in  a  close  variant 
at  the  Pallava  cave-temples  at  Siyamanga- 
lam,  is  the  one  almost  always  encountered 
after  the  middle  of  the  tenth  century.6 

The  Shivapuram  bronzes  were  first 
reported  in  the  literature  in  1959  by  P.  R. 
Srinivasan.  Some  of  the  stone  sculpture,  in 
late  Pallava  and  early  Chola  styles,  still  sur- 
vived, and  a  treasure  trove  of  six  bronze 
sculptures,  including  the  Nataraja,  had  been 
recently  unearthed.7  By  1965,  as  we  are 
told  by  Douglas  Barrett,  the  Nataraja,  a 
Somaskanda,  and  a  Ganesha  had  been  re- 
placed at  the  temple  by  copies,  and  at  least 
the  first  two  has  gone  to  a  private  collec- 
tion in  Bombay.8  Thus  the  late  history  of 
these  bronzes  is  fairly  well  established. 

The  fact  that  the  Shivapuram  Nataraja 
was  buried  for  centuries  almost  certainly 
accounts  for  its  fine  state  of  preservation. 
There  is  no  recutting  on  the  face,  no  re- 
incising  of  details,  and  it  has  a  lovely  patin- 
ation.  Many  areas  have  been  worn  from 
the  ritual  rubbing  accompanying  worship 
{puja)  clearly  indicating  that  it  was  under 
worship  for  some  while  before  burial. 

The  forms  of  the  ornaments  and  dress 
worn  by  the  Shivapuram  Nataraja  are  not 
particularly  unusual,  but  they  are  handled 
more  beautifully  and  imaginatively  than 
encountered  almost  anywhere  else  -  pre- 
cisely modelled  with  skilfully  decorated 
surfaces.  Starting  with  the  feet,  Shiva  wears 
loosely  encircling  padasaras,  a  short  tiger- 
skin  skirt,  the  uttariya  twisted  around  his 
waist,  looped  at  the  dexter  side,  then 
knotted  on  the  sinister  side  with  its  two 
long  undulating  ends  with  floral  terminals 
fluttering  past  the  confines  of  the  body  halo 
(prabhamandala  -  surrounding  effulgence). 
The  four  arms  are  adorned  with  an  assort- 
ment of  armlets  and  bracelets,  and  draped 
over  the  abhaya  mndra  forearm  is  a  rather 
bedraggled  serpent  (missing  its  head). 
Rings  are  worn  on  all  his  fingers,  except 
the  middle  ones,  a  proper  iconographic 
omission.9  On  Shiva's  chest  is  the  jewelled 
sacred-thread  (yajnopavita)  and  a  necklace 
with  a  tiger's  tooth.  He  also  wears  two 
additional  necklaces  and  a  piece  of  tiger 


i.  Shiva,  Lord  of  Dance,  detail. 

skin  over  his  left  shoulder.  The  locks  of 
hair  on  cither  side  of  his  face  are  complex 
and  elaborate.  There  are  five,  quite  serpen- 
tine jatas  on  each  side,  thick  and  with 
curled  ends.  Between  these  are  jewelled 
and  flowered  strands  (pinnalai).  Set  into  the 
beautifully  decorated  coiffure  are  the  cres- 
cent moon,  skull,  cobra,  and  datura  flower. 

The  prabhamandala  is  apsidal  in  form 
rather  than  circular,  as  it  will  become  later, 
and  there  arc  three  tongues  of  flames  rather 
than  five  -  another  early  feature.  The 
prabha  and  flames  have  their  surface  em- 
bellished with  fine  incised  decoration,  the 
abstract  shape  of  the  latter  being  bold  and 
sculpturesque.  It  is  unusual  that  the  prablia 
is  rather  small  in  relationship  to  the  figure, 
almost  inadequate  to  contain  the  magni- 
ficent dancer.  His  upper  hands,  the  top  of 
his  peacock-feather  crown,  the  two  ser- 
pentine ends  of  the  garment  tied  around 
his  waist  (uttariya)  and  the  raised  foot  all 
slightly  protrude  beyond  its  confines.  Since 
the  prabha  can  be  considered  the  bound- 
aries of  the  cosmos,  one  has  the  option  of 
interpreting  this  to  mean  that  Shiva  is 
boundless,  or  it  can  be  attributed  to  the 
aesthetic  sensibilities  of  the  sculptor. 

Returning  to  the  'underworld',  the 
apasmara  purusha,  personifying  ignorance, 
clutches  his  cobra  while  being  trampled  by 
the  cosmic  dancer.  These  plump  dwarfs 
often  more  charming  than  malevolent, 
this  one  seeming  to  be  more  startled  at  his 
surprising  fate  than  anything  else.  These 
animated  demigods,  clearly  susceptible  to 
irreverent  iconographic  freedoms,  must 
have  been  great  favourites  of  the  sculptors. 

The  forms  of  the  Shivapuram  Nataraja 


2.  Shiva,  Lord  of  Dance,  detail. 

are  brilliantly  arranged  and  beautifully 
modelled.  The  divine  countenance  radiates 
a  spiritual  serenity  unmatched  on  other 
early  Chola  Natarajas.  The  Shivapuram 
Nataraja  is  one  of  the  earliest  examples  in 
bronze  of  the  ananda  tandava  dance  mode. 
An  interesting  hypothesis  by  John  Irwin 
suggests  that  the  fully  developed  ananda 
tandava  pose  was  first  worked  out  in  bronze 
and  then  copied  in  stone  sculpture.  Con- 
sidering all  the  projecting  limbs  of  this 
form,  this  theory  has  considerable  merit. 
Unfortunately,  one  cannot  easily  isolate 
prime  candidates  in  bronze  which  might 
serve  as  these  hypothetical  first  experi- 
mentations. One  image,  however,  the 
well-known  Nataraja  from  Okkur  (Tan- 
jore  district)  now  in  the  Government 
Museum,  Madras,10  might  be  as  close  as 
we  are  likely  to  get.  The  Okkur  Nataraja 
is  also  the  one  most  remuneratively  em- 
ployed to  set  the  stage  for  the  Shivapuram 
Nataraja.  While  dissimilar  in  many  signi-  ^ 
ficant  ways  from  the  Shivapuram  example, 

4.  Shiva,  Lord  of  Dance, 
the  apasmara  purusha  (dwarf). 
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3.  Shiva,  Lord  of  Dance,  full  rear  view. 


particularly  in  being  the  product  of  a  lesser 
master,  there  are  obvious  parallels.  Both 
have  prabhas  of  apsidal  shape  with  three- 
ton  gued  flames.  The  proportions  of  both 
are  rather  similarly  constricting,  allowing 
little  space  around  the  Shivas  and  seeming 
to  restrict  the  movement  of  the  dancers. 
Later  Natarajas  have  more  expansive 
prabhas,  allowing  Nataraja  more  room  to 
stretch  his  divine  limbs.  In  eleventh-  and 
twelfth-century  examples,  one  often  finds 
the  distance  from  sinister  knee  to  raised 
dexter  heel  is  much  greater  than  on  cither 
the  Shivapuram  or  Okkur  Natarajas.  The 
double  lotus  pedestals  of  both  are  elliptical 
when  seen  from  above,  and  the  ananda 


tandava  poses  in  both  cases  are  quite  re- 
strained. Neither  one  has  the  river  goddess 
Ganga  in  thejatas. 

The  date  of  around  the  middle  ot  the 
tenth  century  assigned  by  Srinivasan  to  the 
Okkur  Nataraja  seems  slightly  less  accept- 
able that  Khandalavala's  dating  late  in  the 
second  quarter  of  the  tenth  century.11 
Barrett's  suggested  dating  of  the  last 
quarter  of  the  tenth  century  is  probably  too 
late.12  It  would  seem  to  me  that  the  Okkur 
Nataraja  is  not  only  earlier  than  the  Shiva- 
puram Nataraja  by  about  three  or  four 
decades,  but  it  is  very  likely  to  be  one  of 
the  earliest  extant  metal  Natarajas  in  ananda 
tandava  mode,  if  not  the  earliest. 


The  date  of  the  Shivapuram  Nataraja,  in 
broad  terms,  does  not  present  any  great 
problems.  It  can,  with  considerable  con- 
fidence be  placed  in  the  second  half  of  the 
tenth  century  -  the  period  of  the  greatest 
achievements  of  the  Chola  artists.  This 
dating  can  be  further  refined,  on  stylistic 
grounds,  to  the  period  from  the  sixth  to  the 
eighth  decade  of  that  century,  with  a  dat- 
ing ofc.  970  not  likely  to  be  far  from  the 
mark.  Thus  it  appears  very  probable  that  it 
was  made  during  the  period  of  Uttama 
Chola  and  his  mother  Sembian  Mahadevi, 
and  perhaps  even  commissioned  by  one  of 
them. 

Shiva's  popularity  throughout  most  of 
India  was  at  its  height  during  the  ninth 
through  eleventh  centuries.  The  Nataraja- 
form  of  Shiva  was  family-deity  for  many 
of  the  Chola  rulers,  and  to  judge  from  the 
number  of  surviving  examples,  this  iconic 
type  must  have  been  of  supreme  import- 
ance to  Chola  culture  in  general.  The 
planned  eventual  return  of  the  Shivapuram 
Nataraja  to  the  home  of  the  Cholas  marks 
the  fitting  end  to  the  peripatetic  wander- 
ings of  one  of  the  greatest  sculptures  in  the 
long  history  of  Indian  art. 

NOTES 

1.  See  T.  A.  G.  Rao,  'Elements  of  Hindu 
Iconography',  Vol.  11,  Part  1,  second  edition, 
p.  223  seq. 

2.  I  have  taken  the  liberty  of  including  the  story 
concerning  Ganga  because  of  its  pertinancy 
to  Chola  Nataraja  in  general.  Emphatically, 
there  is  no  image  of  Ganga  in  thejatas  of  the 
Shivapuram  Nataraja.  For  the  story,  ibid., 

P-  313  seq. 

3.  Ibid.,  p.  1 13  seq.  A  close  variant  of  this  story, 
set  in  time  immediately  before  his  dance,  is 
supplied  by  Coomaraswaniy  in  ibid., 

pp.  235-236. 

4.  Ibid.,  pp.  238-239. 

5.  Ibid.,  p.  249. 

6.  K.  R.  Srinivasan,  'Cave-Temples  of  the 
Pallavas',  New  Delhi,  1964,  pi.  xxra.  At 
Siyamangalam  the  lower  sinister  arm  does 
not  point  to  the  raised  foot. 

7.  P.  R.  Srinivasan,  'Rare  Sculptures  of  the  Early 
Chola  Period'.  Lalit  Kala.  No.  5,  April  1959, 
pp.  66-67,  pi.  xxvi. 

8.  D.  Barrett,  'Early  Chola  Bronzes',  p.  32. 

9.  Rao,  op.  cit.,  p.  225. 

10.  C.  Sivaramamurti,  'South  Indian  Bronzes', 
New  Delhi,  1963,  pi.  22a. 

11.  P.  R.  Srinivasan,  op.  cit.,  fig.  88 ; 
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The  earliest  Spanish  painting  in  the  Norton 
Simon  Museum  of  Art  is  the  latest  acquisition, 
a  panel  with  two  compositions  by  the  Valcncian 
master  Juan  Rexach  (or  Reixach),  who  was  active  from 
143 1  to  1484.  The  top  compartment  contains  a  repre- 
sentation of  the  Crucifixion  with  seven  figures,  and 
below  it  is  a  Virgin  enthroned  among  angels  (No.  1  and 
colour  a),  a  subject  popular  in  Valencian  painting  in 
the  middle  and  second  half  of  the  fifteenth  century. 
Fortunately  the  typical  late  Gothic  ogee  arches  of 
raised  gilt  stucco  above  each  compartment  have  been 
preserved  and  it  is  clear  from  the  framing  and  arrange- 
ment of  the  subjects  that  this  must  have  been  the  top 
central  section  of  a  large  retable,  of  which  the  principal 
composition  would  probably  have  been  placed  imme- 
diately below  the  Virgin  enthroned.  Nothing  is  now 
known  of  theoriginal  location  of  the  retable  or  whether 
any  other  portions  of  it  are  still  in  existence. 

Rexach  worked  for  a  number  of  years  in  close  asso- 
ciation with  Jacomart,  the  court  painter  of  Alfonso  the 
Magnanimous,  and  it  has  not  proved  easy  to  distin- 
guish his  own  works  from  that  master's  during  his 
early  period  before  the  death  of  Jacomart  in  145 1.  But 
the  survival  of  the  complete  retable  of  Saint  Ursula 
signed  and  dated  1468  by  Rexach,  executed  for  the 
parish  church  of  Cubclls  (Lerida)  and  now  in  the 
Barcelona  Museum,  has  enabled  his  later  works  to  be 
recognised.  The  Norton  Simon  compositions  arc  close 
in  style  and  quality  to  the  Cubells  retable  and  they  pre- 
sumably date  from  within  a  few  years  of  it,  in  the 
second  half  of  the  1460s. 

Rexach  worked  in  Valencia  to  the  end  of  his  life  in 
the  traditional  tempera  technique  and  in  a  predomi- 
nantly Flemish-inspired  style,  indirectly  inherited  from 
Luis  Dalmau,  who  had  studied  under  Jan  van  Eyck  in 
Bruges.  Suggestions  that  Rexach  might  have  visited 
Flanders  do  not  seem  well  founded.  The  Norton 
Simon  Crucifixion  (No.  2  and  colour  a)  in  fact  provides 
strong  evidence  against  it  in  the  background  buildings 
which,  though  generally  Northern  in  appearance,  are 
unrealistic  in  their  structure,  particularly  the  tall  church 
tower,  that  could  hardly  have  been  drawn  by  anyone 
who  had  seen  cities  like  Bruges  or  Ghent.  Moreover 
by  the  1460s  Rexach  was  too  old  and  set  in  his  ways  to 
absorb  the  fully-developed  Hispano-Flemish  style  and 
brilliant  oil  technique  brought  to  Valencia  by  the 
young  Bartolome  Bermejo,  who  in  1468  executed 


there  his  first  masterpiece,  the  Saint  Michael  for  Tous 
now  at  Luton  Hoo.  Nevertheless,  Rexach  displayed  in 
the  Norton  Simon  compositions  a  personal  taste  for 
rich  colour  effects,  particularly  the  bright  vermilion 
of  the  Magdalen's  dress  and  the  warm  carmine  of 
Saint  John's,  among  the  range  of  reds  in  the  top  scene, 
while  the  gold  brocade  cloak  of  the  figure  on  the 
extreme  right,  and  the  ornate  copes  of  the  Virgin  and 
two  foremost  angels  in  the  lower  scene,  add  brilliant 
notes  of  opulence  to  a  pleasing  overall  colour  effect. 

The  next  painting  in  chronological  order  is  a  superb 
full-length  portrait  by  Juan  Pantoja  de  la  Cruz,  be- 
lieved to  be  of  Diego  Gomez  de  Sandoval  y  Rojas, 
Count  of  Saldaiia  (No.  3),  son  of  Philip  m's  chief  mini- 
ster and  favourite,  the  Duke  of  Lerma.  Unusually, 
Pantoja's  signature  in  the  bottom  left  corner  is  not 
followed  by  the  date,  and  Maria  Kusche  has  plausibly 
suggested  that  the  date  has  been  removed.1 

A  possible  explanation  is  suggested  by  the  fact  that, 
at  least  until  1892,  the  portrait  was  claimed  to  represent 
Philip  in  of  Spain,2  an  identification  clearly  disproved 
by  the  many  extant  portraits  by  Pantoja  and  other 
painters  of  that  monarch.  But  if  this  identification  was 
intended  to  deceive,  by  an  owner  hopeful  of  increasing 
the  value  or  interest  of  the  painting,  who  saw  that  the 
apparent  age  of  the  sitter  (about  eighteen),  and  the  date 
of  Philip  m's  birth  (1578),  appeared  inconsistent  with 
the  date  inscribed  on  it,  he  could  have  been  tempted 
to  remove  that  date. 

Unfortunately  this  hypothesis  would  also  tend  to 
invalidate  the  identification  of  the  sitter  as  the  Count 
of  Saldaiia,  whose  birthdate  is  believed  to  have  been  in  ' 
the  period  1578-1580,  though  it  is  not  known  for 
certain.  In  favour  of  this  identification  is  the  mention 
in  Pantoja's  final  testament  dated  7  October  1608,  of 
some  financial  arrangements  concerning  an  unfinished 
portrait  of  the  Count  of  Saldaiia,  and  the  inventory  of 
his  possessions  taken  on  3  November  shows  that  a  full- 
length  portrait  of  Saldaiia  was  still  in  Pantoja's  studio 
when  he  died.3  No  other  portrait  of  the  same  sitter  is 
recorded,  so  that  it  is  reasonable  to  assume  that  both 
mentions  refer  to  the  same  picture,  and  whatever 
work  was  still  needed  to  complete  it  would  presumably 
have  been  minor  details  normally  executed  by  studio 
assistants.  From  the  surviving  documentation  of  { 
Pantoja's  portrait  commissions,  the  Count  of  Saldaiia 
certainly  emerges  as  the  most  likely  candidate  for 
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Colour. 

a.Juan  Rexach. 
Crucifixion  and 
Virgin  enthroned 
among  angels, 
panel, 

68  X  36 J  inches. 
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i.Juan  Rexach. 
Virgin  enthroned 
among  angels, 
detail  from  colour  a. 
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3.  Juan  Pantoja 

de  la  Cruz. 

Diego  Gomez  de  Sandoval 

y  Rojas,  Count  of  Saldaiia, 

signed,  panel, 

73  X  41  i  inches. 
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Colour,  above. 

c  Francisco  de  Zurbaran. 

Still-life  with  Lemons, 

Oranges  and  a  Rose, 

signed  and  dated  1633, 

23f  X  41^  inches. 


4.  JtJSEPE  DE  RlBERA. 

The  Sense  of  Touch  from 
a  series  of  The  Senses, 
45  X  34I  inches. 


identification  with  the  person  portrayed  in  the  Norton 
Simon  work,  even  if  lingering  doubts  on  account  of 
the  missing  date  remain.4  What  is  certain,  however,  is 
that  in  this  portrait  Pantoja's  skill  is  displayed  in  most 
impressive  fashion. 

Jusepe  de  Ribera  is  represented  in  the  collection  by 
The  Sense  of  Touch  (No.  4),  one  of  a  series  of  five 
canvases  of  The  Senses,  mentioned  by  Mancini,  writ- 
ing c.  1 620,  as  having  been  executed  in  Rome  and  there- 
fore among  Ribera's  earliest  works,  painted  not  later 
than  May  1616.  Copies  of  all  five  were  recognised  not 
long  ago  by  Roberto  Longhi  in  Paris  and  so  far  three 
of  Ribera's  originals  have  appeared,  this  one  being 
first  published  by  Erich  Schleier  in  1968,  while  com- 
panion canvases  of  Taste  and  Sight  are  in  the  Wads- 
worth  Atheneum,  Hartford  and  the  Museo  de  San 
Carlos,  Mexico  City  respectively.5  Strongly  Caravag- 
gesque  in  their  lighting  and  general  spirit,  these  works 
are  at  the  same  time  typical  of  Ribera's  early  period  in 
their  sombre  colours  and  their  intense  Spanish  natural- 
ism. By  adding  firmly  documented  examples  of  the 
Roman  period  to  our  picture  of  Ribera's  early  develop- 
ment, they  at  last  provide  us  with  a  clear  view  of  this 

Colour,  left. 

b.  Francisco  Jose  de  Goya  y  Lucientes. 
Saint  Jerome  from  a  series  of 
Fathers  of  the  Church,  76  X  45  inches. 
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5.  Francisco  de  Zurbaran. 
The  Birth  of  the  Virgin, 
55 J  X  43  inches. 


important  master's  achievement  before  he  settled  in 
Naples.  At  the  same  time  Touch  is  a  moving  example 
of  Ribcra's  identification  with,  and  deep  sympathy 
for,  common  humanity. 

Francisco  de  Zurbaran  may  truly  be  considered  the 
star  of  the  collection,  for  nowhere  else  can  the  range 
of  his  achievement  be  seen  so  brilliantly  displayed  in 
four  works.  The  earliest  of  them  is  the  Birth  of  the  Virgin 
(No.  5),  which  was  probably  painted  for  the  Trinidad 
Calzada,  Seville  in  1629  shortly  after  Zurbaran  had 
been  invited  by  the  municipality  to  take  up  residence 
in  that  city. 

Its  colour  scheme  makes  a  striking  impact  at  first 
sight.  The  tonal  values  of  the  white  nightdress  of  Saint 
Anne  and  the  headdresses  of  two  of  her  attendants, 
with  their  pale  grey  shadows,  and  the  delicate  pale 
yellow-green  headdresses  ot  Saint  Anne  and  two  other 
women,  echoed  in  the  dress  of  the  standing  woman, 
are  extraordinarily  beautiful.  And,  as  they  are  set  in 
between  stronger  colour  areas  of  yellow,  gold,  brick 
red,  carmine,  grey  and  smoky  blue  these  tones  are 
made  doubly  effective  by  the  harmonies  and  contrasts 
distributed  over  the  whole  picture  area.  The  composi- 
tion in  rather  steep  perspective  has  been  called  primi- 
tive in  its  narrative  ingenuity,6  but  I  see  an  unusual 
subtlety  in  the  arrangement  of  the  women's  heads  in  a 
parabolic  curve  buttressed  by  the  monumental  figure 
of  the  woman  standing  on  the  right  (surely  a  portrait?), 
while  the  arm  of  the  boy  on  the  left  leads  into  a  scries 
of  broken  curves  spiralling  or  looping  round  the  main 
curve;  the  cloth  on  the  basket  unobtrusively  under- 
lines the  presence  of  the  newborn  babe  above,  its 
hanging  end  paralleling  the  cloth  held  out  for  the  babe 
by  the  woman  on  the  left.  In  short,  this  is  one  of  the 
masterpieces  ot  Zurbaran's  early  period  before  1630. 

Zurbaran's  portraits  are  comparatively  rare  and 
most  of  those  that  survive  are  ideal  portraits  of  earlier 
personalities  whom  he  could  not  have  known,  rather 
than  ones  painted  in  the  presence  of  the  sitter.  But  his 
gift  for  ideal  portraits  was  such  that  they  sometimes 
appear  more  lively  and  impressive  than  those  of  his 
contemporary  sitters.  A  good  example  is  the  one  of  Fray 
Diego  de  Dcza  (No.  6),  who  was  Archbishop  of  Seville 
more  than  a  century  before  Zurbaran's  ideal  portrait 
made  for  the  Colcgio  Mayor  de  Santo  Tomas,  Seville, 
probably  in  163 1.  The  Norton  Simon  canvas  origin- 
ally hung  in  the  prior's  cell  of  that  college,  while  an- 
other version  then  in  the  library  is  now  in  the  Prado 
Museum,  Madrid.  The  face  that  gives  the  impression 
of  a  contemplative  intellectual  personality,  the  tones  of 
white  and  grey  in  the  folds  of  the  white  surplice  and 

6.  Francisco  de  Zurbaran. 
Fray  Diego  de  Deza, 
(>Sh  X  54}  inches. 
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the  realistic  still-life  details  on  the  table,  are  of  a  high 
order  of  achievement  in  the  Norton  Simon  painting, 
demonstrating  that  it  is  certainly  an  autograph  work 
and  most  probably  the  first  of  the  two  versions.  But 
comparison  with  the  Madrid  work  is  rendered  diffi- 
cult by  its  present  condition  and  the  fact  that  in  its 
position  hanging  against  the  light  at  the  Prado  it  is  not 
easy  to  study. 

Zurbaran's  Still-life  with  Lemons,  Oranges  and  a  Rose, 
of  1633  (colour  c),  the  only  signed  and  dated  still-life  by 
this  master  in  existence,  is  so  famous  that  it  hardly  calls 
for  more  than  the  briefest  mention  here.  I  have  recently 
expressed  the  view  that  'in  the  perfection  of  its  com- 
position and  execution  [it]  attains  a  level  of  spiritual 
content  unrivalled  ...  by  any  other  still-life  of  any 
School  or  period'.7  And  one's  admiration  for  that 
achievement  is  increased,  rather  than  diminished,  by 
the  information  recently  revealed  by  radiography 
that  the  perfection  of  composition  was  only  attained 
after  a  drastic  change  of  intention  on  the  part  of  the 
painter.8  This  work  is  indeed  one  of  the  great  master- 
pieces of  European  painting. 

The  last  painting  by  Zurbaran  is  the  Saint  Francis  in 
Prayer  that  I  had  the  privilege  of  publishing  for  the 
first  time  when  it  was  discovered  recently  in  England 
(No.  7). 9  I  then  proposed  a  dating  of  c.  1638-1639  by 
comparison  with  the  signed  painting  of  the  same 
subject,  dated  1639,  in  the  National  Gallery,  London, 
which  also  has  a  small  area  of  landscape  in  the  back- 
ground. In  the  Norton  Simon  canvas,  the  brightly 
lighted  landscape  plays  an  important  part  in  the 


Above. 

7.  Francisco 
de  Zurbaran. 
Saint  Francis  in  Prayer, 
46 J  X  35j  inches. 

8.  Bartolome 
esteban  murillo. 
The  Birth  of 

Saint  John  the  Baptist, 
57i  X  74  inches. 
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balance  of  highlights  in  the  composition,  while  the 
broad  handling  of  this  detail  enhances  by  contrast  the 
refinement  of  the  tones  in  the  saint's  robe  and  the 
subtlety  of  the  reflected  light  on  his  face. 

The  earliest  of  the  three  works  by  Bartolome 
Esteban  Murillo  in  the  collection  is  the  Birth  of  Saint 
fohn  the  Baptist  (No.  8),  for  which  a  dating  in  1655  was 
proposed  by  Sir  Ellis  Waterhouse  while  it  was  in  a 
British  collection.10  That  proposal  was  based  on  a 
comparison  of  style  with  the  Birth  of  the  Virgin  of  that 
year  in  the  Louvre,  in  which  the  same  smug  little  dog 
appears.  Its  fairly  free  but  assured  handling  and  sub- 
dued range  of  colours  certainly  relate  it  to  Murillo's 
early  middle  period  and  support  a  dating  near  that  year. 
Particularly  notable  are  the  tones  of  white  in  the  linen 
in  the  foreground  which  verges  on  cream  or  pale 
yellow  and  contrasts  beautifully  with  the  pink  and  gold 
in  the  dress  of  the  midwife  seen  from  behind  on  the 
left.  It  is  tempting  to  associate  the  refinement  of  these 
tones  with  the  impact  Murillo  would  have  received 
from  Velazquez's  works  in  Madrid,  if  indeed  he  visited 
the  capital  in  1655  as  has  often  been  suggested.  But  this 
is  by  no  means  certain,  and  I  prefer  to  consider  this 
work  as  a  fine  example  of  Murillo's  powers  at  the 
moment  of  early  maturity,  marking  the  culmination 
of  his  earlier  development  and  study,  rather  than  any 
outside  influence.  In  fact  it  could  well  have  preceded 
both  the  Louvre  painting  and  the  supposed  visit  to 
Madrid,  so  that  I  would  regard  a  dating  in  the  period 
1653-T655  as  reasonable. 

From  about  this  moment  onwards,  Murillo  began 
to  lighten  his  colour  and  loosen  his  outlines,  in  a  process 
which  eventually  led  to  what  used  to  be  called  the 
'vaporous'  style  of  his  last  period.  These  tendencies  are 
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already  evident  in  his  three-quarter-length  Virgin  and 
Cliild  (No.  9),  which  can  be  placed  approximately  in 
the  first  half  of  the  1660s.  Here  also  is  to  be  noticed  a 
note  of  sweetness,  particularly  in  the  Child,  which  in 
later  works  develops  sometimes  into  the  sort  of  senti- 
mentality that  has  detracted  from  Murillo's  popularity 
in  the  twentieth  century.  But  there  is  no  denying  the 
supremely  confident  handling  in  broad  brush-strokes 
of  this  work,  which  demonstrates  his  absolute  mastery 
of  the  technical  side  of  his  art. 

Murillo's  handling  is  still  fairly  free,  but  a  little 
softer,  and  his  colour  range  is  once  again  rather  sub- 
dued in  the  Saint  Thomas  of  Villanueva  giving  alms  to 
the  Poor  (No.  10),  which  used  to  be  incorrectly  associ- 
ated with  two  other  works  with  scenes  from  the  life 
of  the  same  saint  in  Munich  and  Cincinnati,  which  are, 


Left. 

9.  Bartolome 
Esteban  Murillo. 
Virgin  and  Child, 
40  X  30  inches. 


Below. 

10.  Bartolome 
Esteban  Murillo. 
Saint  Tlwmas  of 
Villanueva  giving 
alms  to  the  Poor, 
51 1  X  294  inches. 
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however,  considerably  larger  and  lack  the  round  top 
arch  of  this  one.  While  in  both  the  group  of  Charity 
hovering  above  the  saint  and  in  the  view  of  a  church 
seen  through  the  opening  on  the  left,  the  Norton 
Simon  canvas  shows  the  vaporous  effect  that  is 
typical  ot  Murillo's  late  works,  I  do  not  think  it  is 
correctly  dated  as  late  as  c.  1678,  the  date  previously 
given  to  it  in  common  with  the  Munich  and  Cincinnati 
works,  and  I  would  tentatively  propose  a  dating  c. 
1672-1675.  There  can,  however,  be  no  certainty  about 
the  dating  ot  Murillo's  many  undocumented  paintings 
in  the  present  state  ot  our  knowledge. 

The  last  work  in  the  collection  is  an  unusual  canvas 
bv  Francisco  de  Goya  of  Saint  Jerome  (colour  b),  one 
of  a  series  of  four  Fathers  of  the  Church,  that  includes 
Saint  Augustine  in  a  private  collection  in  Madrid, 
Saint  Ambrose  in  the  Cleveland  Museum  of  Art  and 
Saint  Gregory  the  Great,  in  the  Museo  Romantico, 
Madrid.  Information  is  lacking  about  the  date  ot  the 
commission  for  this  series.  Jose  Gudiol  has  proposed  a 
dating  c.  1781-1785,  while  Gassier  and  Wilson  prefer 
c.  1 796-1 799,  with  the  convincing  explanation  that 
the  clear  influence  of  Murillo's  Saint  Isidore  and  Saint 
Leander  in  the  Cathedral  at  Seville  and  of  Torrigiano's 
terracotta  Saint  Jerome  in  the  Seville  Museum  suggests 
that  the  series  was  probably  painted  during  or  after 
Goya's  second  visit  to  Andalusia.1 1 

Early  in  his  career,  c.  1772,  Goya  had  executed  two 
series  of  Fathers  of  the  Church  for  the  village  churches 
at  Muel  and  Remolinos  (Saragossa).  All  tour  are  there 
represented  seated  in  Baroque  attitudes,  with  vigorous 
movement  conveyed  by  their  arm  gestures.  In  this 
later  series,  Goya  has  departed  completely  from  those 
compositions.  The  three  seated  figures  are  now  static 
in  a  way  that  certainly  recalls  the  unusual  monumenta- 
lity  of  Murillo's  pair.  As  for  Saint  Jerome,  he  is  no 
longer  a  fully-clothed,  sedate  church  dignitary,  but  a 
half-naked  hermit  in  the  wilderness.  With  the  crucifix 
in  his  left  hand  and  a  stone  in  his  right,  he  has  the  same 
intensity  and  dynamism  as  Torrigiano's  Saint  Jerome, 
though  by  no  means  following  that  model  closely.12 

A  great  deal  in  Goya's  Saint  Jerome  is  completely 
original.  Most  striking  is  the  unusual  arrangement  of 
colour  and  light,  the  whole  of  the  background  above 
and  behind  the  saint  being  filled  with  dark  blue  sky,  so 
that  his  body  divides  the  dark  and  light  areas  diagonally, 
with  the  brick  red  of  his  cloth  providing  the  only  area 
of  bright  colour.  On  the  right  side,  there  are  brilliant 
highlights  on  the  light  brown  rock  at  the  bottom  and 
vigorous  touches  of  impasto  on  the  saint's  forehead, 
beard  and  left  thumb,  as  well  as  broader  light  areas  on 
Ins  shoulder,  the  book  and  skull,  so  that  this  side  of  the 
composition  gleams  with  light  in  spite  of  the  limited 
range  of  colour.  Above  all,  Goya's  handling  seems  to 
share  the  frenzy  that  he  has  brilliantly  succeeded  in 
capturing  in  the  saint's  ecstatic  expression,  making  of 
this  work  the  most  direct  and  forthright  depiction  of 
religious  fervour  in  the  whole  of  his  oeuvre.13 


The  fact  that  Goya's  series  was  executed  for  the 
Jesuits  in  the  province  of  Toledo,  apparently  unknown 
to  Gassier  and  Wilson,  enables  us  to  narrow  their 
bracket  ot  proposed  dating  to  c.  1799,  for  in  January  of 
that  year  Goya's  large  canvas  of  The  Taking  of  Christ 
was  delivered  to  the  sacristy  of  Toledo  Cathedral,  and 
that  would  seem  to  be  the  moment  when  another 
commission  for  religious  works  in  the  neighbourhood 
would  have  been  given  to  him. 
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TIIK  BUM  KKCAW)  MADONNA 

A  forgotten  masterpiece  by  Dcsidcrio  da  Scttignano 


Charles  Avery 


With  the  transfer  of  ownership  ot  works 
of  art  from  private  hands  into  the  public 
domain  that  has  taken  place  in  the 
twentieth  century,  the  focus  of  attention  for  art  histori- 
ans in  England  and  America  has  naturally  swung  away 
from  private  collections  towards  the  ever-increas- 
ing mass  of  works  readily  available  to  the  public  in  art 
galleries  and  museums.  Though  perfectly  compre- 
hensible, this  process  has  perhaps  begun  to  create  a 
number  of  false  assumptions:  that  by  now  virtually  all 
great  works  of  art  (apart  from  a  few  in  their  original 
locations,  for  example  in  churches)  arc  to  be  found  in 
museums;  that  these  arc  thereby  guaranteed  as 
authentic;  and  that  the  oeuvrc  of  most  artists  consists 
only  of  such  publicly  available  pieces.  A  corresponding 
suspicion  has  been  engendered  of  anything  that  ap- 
parently has  been  'left  out'  by  this  process  of  cngulf- 
ment,  as  though  such  an  accident  were  an  indictment 
of  its  merits.  Although  such  a  diagnosis  may  seem  far- 
fetched when  stated  in  vacuo,  there  must  be  some  truth 
in  it,  for  otherwise  how  can  one  explain  the  neglect  of 
a  sculpture  as  potentially  important  as  the  Beauregard 
Madonna  (No.  i)?1  Though  it  is  of  the  highest  quality 
in  terms  of  technique  and  expressiveness,  and  can 
readily  be  assigned  a  famous  author,  it  has  received 
scant  attention  in  the  literature  on  Italian  sculpture, 
except  at  the  level  of  journalism.  This  can  only  be 
because  it  has  been  in  a  succession  of  dealers'  and  pri- 
vate collectors'  hands  and  not,  until  this  year,  in  a 
permanent  museum  collection,  freely  available  for 
public  assessment. 

The  relief  appeared  at  an  exhibition  of  Mediaeval 
and  Renaissance  works  of  art  held  at  Paris  in  1913, 
as  the  property  of  Mme.  Jacques  Seligmann  (wife  of 
the  celebrated  dealer).2  It  was  stated  to  have  come 
from  the  collection  of  the  Marquis  Costa  de  Beaure- 
gard at  Chambery.  This  presumably  meant  foseph 
Henri  (1752-1824),  who  might  have  purchased  the 
sculpture  in  Italy.  The  provenance,  even  so,  is  of  no 
assistance.  The  relief  is  carved  in  Carrara  marble  and  is 
slightly  stained  with  brown  blotches.  These  arc  prob- 
ably the  result  of  a  drastic  cleaning  with  acid,  some 

1.  Desiderio  da  Settignano. 
Beauregard  Madonna, 
marble,  c.  1455  (?). 
Norton  Simon  Foundation. 


time  since  1913,  which  has  also  removed  the  gilding 
(of  questionable  age,  but  possibly  following  the  traces 
of  original  pigment)  that  is  shown  in  the  plate  repro- 
duced in  the  Paris  catalogue.  The  fractures  at  three  of 
the  corners  and  at  the  top  centre  of  the  Virgin's  halo 
are  consistent  with  the  relief's  having  been  forcibly 
prised  from  a  frame,  within  which  it  may  have  been 
set  into  a  palace  wall  to  form  a  tabernacle.3  Regrettably 
this  was  the  normal  source  in  Florence  for  such  appar- 
ently 'independent'  panels  in  marble,  stone,  terracotta 
or  stucco  showing  the  Madonna  and  Child.4  Abrasions 
on  the  tips  of  the  noses  may  have  occurred  at  the  same 
time,  or  in  a  later  fall  forward.  There  are,  however,  no 
signs  of  weathering  and  this,  together  with  the  use  of 
marble,  rather  than  a  cheaper  substitute,  and  the  sheer 
refinement  of  the  carving,  suggests  that  the  Madonna 
was  mounted  indoors,  for  domestic  devotions,  and  not 
in  a  strcct-tabcrnacle. 

Written  opinions  by  Langton  Douglas,  Swarzenski 
and  Middeldorf  in  the  files  of  The  Norton  Simon 
Foundation  unanimously  give  the  authorship  to 
Desiderio  da  Settignano,  though  Seymour  dc  Ricci 
when  cataloguing  the  Paris  exhibition  in  1913  pre- 
ferred Antonio  Rosscllino.  Indeed,  the  relief  patently 
originates  from  the  circle  of  these  two  intimately 
related  marble  sculptors,  whose  work,  together  with 
that  ot  their  brothers  and  close  assistants,  is  often  hard 
to  distinguish.  In  the  latest,  somewhat  suspect,  mono- 
graph on  Desiderio  the  present  relief  is  dismissed 
cursorily  as  an 'affected  translation'  {traduzionc  affettata) 
of  his  style,  while  in  a  plate  caption  it  is  implicitly 
denied  to  him  by  describing  it  as  the  work  of  an  anony- 
mous 'Master  ot  about  1465',  that  is  a  year  after 
Desiderio's  death.5 

The  present  relief  is  ascribed  in  passing  to  Domenico 
Rosselli  (1439-1478/79)  in  a  catalogue  entry  on  a  stucco 
Madonna  with  a  related  composition  in  the  Victoria 
and  Albert  Museum,  London  (No.  2).°  That  stucco, 
which  is  inscribed  on  the  back  'didomenic',  appears 
to  be  cast  from  a  marble  panel  of  identical  dimensions 
formerly  owned  by  the  dealer  Stefano  Bardini,  but  un- 
traced  since  a  sale  in  New  York  in  1921  (No.  3). 7  The 
artist  'Domenico'  in  question  is  certainly  Rosselli,  for  it 
is  unmistakably  in  his  style  and  technique.8  Despite  a 
close  similarity  between  the  composition  ot  the  present 
relief  and  that  of  the  Madonna  by  Rosselli  -  both  for 
example  share  the  unusual  motif  of  the  Christ  Child 
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2.  After  Domenico  Rosselli.  Madonna  and  Child,  painted  stucco.  4.  Domenico  Rosselli.  Madonna  and  Child.  Museum  of  Fine  Art,  Budapest. 
Victoria  and  Albert  Museum,  London  (6-i8go). 

3.  Domenico  Rosselli.  Madonna  and  Child.  Formerly  Stefano  Bardini  5.  Desiderio  da  Settignano. 

Collection.  Tomb  of  Chancellor  Carlo  Marsuppini.  Santa  Croce,  Florence. 
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playfully  drawing  a  gathered  band  of  cloth  (a  swadd- 
ling band?)  through  His  hands  -  it  is  carved  in  a  style 
that  is  absolutely  different  and  infinitely  superior.  The 
connection  is  quite  simply  that  Rosselli,  a  pedestrian 
and  eclectic  artist,  characteristically  based  his  Madonna 
and  Child  on  the  present  composition,  which  is  a 
masterpiece  from  one  of  the  more  important  sculptural 
workshops  in  Florence  producing  such  reliefs  in  marble 
during  the  1450s  and  1460s.  Most  of  Rosselli's  sculp- 
ture, and  particularly  his  reliefs  of  the  Aladonna  and 
Child,  arc  derived  from  originals  by  metropolitan, 
Florentine  masters,  with  slight  adaptations  or  variant 
amalgamations  of  detail,  even  the  reversal  into  mirror- 
image  of  whole  compositions.  Typical  of  the  way  in 
which  Rosselli  would  manipulate  a  good  scheme  is  a 
marble  Madonna  in  Budapest,  attributed  with  great 
credibility  to  him,  which  reflects  the  present  composi- 
tion, but  reverses  it  and  adapts  the  motit  of  the  Child 
playing  with  a  band  of  cloth  (No.  4). 9  Such  a  proced- 
ure was  regarded  as  perfectly  legitimate  in  the  fifteenth 
century  and  of  course  occurred  within  the  major  work- 
shops themselves.  Rosselli's  adaptations,  however, 
while  competent  and  superficially  charming,  universal- 
ly result  in  a  dilution  of  the  emotional  and  aesthetic 
impact  of  his  prototypes.  Such  strictures  cannot  be 
made  about  the  present  relief,  which  is  executed  with  a 
marvellous  subtlety  and  imbued  with  a  suppressed 
melancholy  that  none  but  a  great  sculptor  could  have 
achieved. 

That  the  Madonna  and  Child  is  by  Desiderio  da 
Settignano  (c.  1430-1464)  may  be  demonstrated  by 
direct  comparisons  with  the  two  principal  complexes 
of  sculpture  that  he  executed  in  his  brief  career:  the 
tomb  in  Santa  Croce  of  the  Chancellor  of  Florence, 
Carlo  Marsuppini,  who  died  in  1453  (No.  5);  and  the 
Altar  of  the  Sacrament  in  San  Lorenzo,  which  was  in 
situ  by  August  1461.  The  carving  of  these  two  com- 
plexes, particularly  of  the  monumental  tomb,  must 
have  taken  several  years  and,  assuming  that  the  tomb 
was  commissioned  immediately  after  decease,  it  is 
likely  that  work  on  it  and  the  tabernacle  overlapped  in 
the  period  of  eight  years  between  1453  and  1461.10 
Fortunately  these  complexes  by  Desiderio  have  been 
recorded  in  greater  detail  by  photography  than  any 
others  in  Renaissance  Italy.11  This  facilitates  the  com- 
parison of  specific  details,  as  well  as  the  handling  of  the 
surfaces  of  the  marble  reliefs,  an  all-important  factor 
when  dealing  with  Desiderio,  the  subtlest  sculptor  in 
marble  of  the  Quattrocento,  apart  from  Donatello 
himself.  It  is  easy  to  discover  the  facial  type  of  the  pre- 
sent Madonna  (No.  6)  in  Desiderio's  oeuvre:  the 
Madonna  in  the  tondo  on  the  tomb  is  so  similar  as  to 
suggest  that  the  same  model  may  have  been  in  the 
sculptor's  mind,  though  the  surface  is  not  polished,  or 
even  completely  smoothed,  because  of  the  location  in 
shadow  and  high  above  eye-level  (No.  7).  For  the  same 
external  reasons,  the  corner  of  the  mouth,  the  eyes,  and 
the  nostrils  are  accentuated  with  drill-holes. 12  The 


same  facial  type,  slightly  differentiated,  reappears  in 
both  the  candle-bearers  of  the  Sacramental  Tabernacle 
(No.  8)  13  and  in  a  marble  bust  of  a  young  lady  in  the 
Bargello  which  is  normally  accepted  as  Desiderio's  by 
analogy  with  the  candle-bearer.  Apart  from  the 
general  shape  of  the  face,  with  its  delicate,  but  pro- 
nounced, bone  structure  -  long,  straight  nose,  pointed 
chin,  firm  jaw-bones  -  the  treatment  of  the  eyebrows, 
which  arch  high  over  the  sockets  and  disappear  to- 
wards the  outer  edges,  and  of  the  eyelids,  which  are 
defined  by  delicately  incised  curving  lines  above  and 
below,  point  to  conception  and  execution  by  the  same 
sculptor.  All  have  the  same  inimitable  treatment  of  the 
hair-line,  which  merges  with  the  flesh  of  the  forehead 
as  though  modelled  in  melted  wax,  and  the  same  'kiss- 
curls'  brushed  forward  under  the  veil,  and  in  front  of 
the  ears,  rendered  by  faint  striations  in  the  marble.  The 
plucked  extremities  of  eyebrow's  and  hairline  reflect 
contemporary  Florentine  fashion  and  Desiderio  made 
great  play  of  the  thin  band,  sometimes  plain  (for  inst- 
ance, Madonnas),  sometimes  ornamented  with  a  jewel 
(the  candle-bearers),  which  passed  across  the  temples 
and  forehead.  Desiderio  was  fascinated  with  the  con- 
trast between  the  linearity  of  such  bands  and  the  softly- 
modelled  volumes  of  the  human  body:  the  taut  strings 
passing  through  rings  on  the  border  of  the  present 
Madonna's  cloak  and  supporting  the  medallion  with  a 
cherub's  head  on  her  chest  are  a  case  in  point.  That  this 
is  a  possible  and  indeed  a  standard  alternative  to  a 
brooch  clasping  the  borders  of  a  cloak  directly  together 
is  proven  in  the  analogous  motif  on  the  Marsuppini 
Madonna,  where,  however,  again  because  of  the  dis- 
tance from  a  spectator,  the  medallion  is  not  orna- 
mented.14 The  cherub  (No.  9)  may  be  directly  com- 
pared with  its  larger  (and  therefore  more  sharply 
defined)  cousins  in  the  spandrels  and  on  the  frieze  of 
the  Sacramental  Tabernacle  and  particularly  with  one 
at  the  right-hand  end,  which  looks  similarly  down- 
ward, apparently  in  a  serious  mood  (No.  10). 15  The 
subtlety  of  carving  on  the  miniature  scale  of  the  medal- 
lion is  directly  analogous  to  that  of  the  putto  on  the  base 
of  one  of  the  candlesticks  of  the  Tabernacle.16 

The  present  Christ  Child  shares  the  facial  type  of  His 
mother,  though  with  the  more  bulging  temples  and 
plumper  cheeks  of  an  infant.  His  face  is  less  easy  to 
parallel  precisely  among  Desiderio's  marble  children, 
for  example  the  two  busts  in  the  National  Gallery  of 
Art,  Washington  and  that  in  the  Kunsthistorischcs 
Museum,  Vienna,  for  they  are  not  stereotyped,  like  the 
putti  of  most  Renaissance  sculptors,  but  are  individu- 
ally characterised  and  may  even  be  portraits.17  The 
Christ  most  resembles  the  rather  older  shield-bearer  on 
the  right  of  the  Marsuppini  monument  (No.  1 1) : 18  the 
protuberant  upper  lip,  with  a  slight  downwards  point 
in  the  centre,  is  characteristic  of  Desiderio,  though  it 
appears  even  more  pronouncedly  in  Antonio  Rossel- 
lino's  sculpture.  The  stance  of  Christ  in  a  contrapposto  is 
analogous  to  that  of  the  Infant  Christ  in  Benediction 
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6.  Desiderio  da  Setticnano. 
Beauregard  Madonna, 
the  Virgin's  head 
(detail  of  No.  i). 
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9.  Desiderio  da  Settignano.  10.  Desiuerio  da  Settignano.  11.  Desiderio  da  Settignano. 

Beauregard  Madonna,  Tabernacle  of  the  Sacrament,  Tomb  of  Chancellor  Carlo  Marsuppini, 

brooch  with  Cherub  detail,  right-hand  end  of  frieze.  detail  of  No.  5,  a  shield-bearer, 

(detail  of  No.  1).  San  Lorenzo,  Florence.  Santa  Croce,  Florence. 
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that  crowns  the  Tabernacle,  as  is  the  treatment  of  the 
bone  structure  and  musculature  of  the  chubby  knees 
and  feet. 19  Another  analogy  of  crucial  importance  in. 
establishing  Desiderio's  authorship  is  to  be  found 
between  the  treatment  of  the  Madonna's  hands  and 
those  elsewhere  in  his  oeuvre  (No.  12).  The  deliberate 
and  characteristic  effect  of  nervous  tension  in  the  repre- 
sentation is  conveyed  largely  by  the  peculiar  angularity 
ot  the  bony  right  hand  with  its  stress  on  the  knuckles 
and  joints  and  the  'cocked'  little  finger.  The  import- 
ance of  hands  for  expression  Desiderio  learned  by 
observation  from  Donatello,  and  it  permeates  his 
sculpture.  Almost  a  mirror-image  of  the  Madonna's 
hand  is  to  be  found  in  the  left  hand,  deeply  dug  into  the 
foliage  of  the  swag  that  he  supports,  of  the  right  figure 
outside  the  lunette  of  the  Marsuppini  tomb.20  More 
pertinent  in  expressive  terms  are  the  hands  in  the  ante- 
pendium  showing  the  Pieta  on  the  Tabernacle,  those  of 
Saint  John  holding  Christ's  arm  (No.  13),21  and  the  left 
hand  of  Mary,  holding  Jesus'  hair  at  His  neck.22  This 
is  close  to  the  present  Madonna's  left  hand,  supporting 
the  Child  at  His  waist  -  especially  in  the  difficult  spatial 
relationship  between  the  thumb  and  forefinger.  Finally, 
to  turn  to  the  handling  of  drapery,  another  criterion  of 
vital  importance  to  the  case  for  Desiderio's  authorship, 
a  direct  comparison  may  be  made  with  that  of  the 
Marsuppini  Madonna,23  especially  in  the  winding  of 
the  sash  and  the  gathering  of  tiny,  floppy  folds  above, 
some  falling  over  the  sash  (Nos.  5  and  13);  in  the  un- 
dulating, nearly  vertical  line  of  the  border  of  her  cloak 
closing  the  composition  at  the  left;  in  the  way  some 
folds  fall  over  the  moulding  like  a  window-ledge  at  the 
lower  right  hand  edge;  and  in  the  'waxy'  rendering  of 
the  diaphanous  clothing  of  the  Christ  Child. 

Although  further  comparisons  might  be  adduced, 
enough  morphological  and  stylistic  links  have  been 
established  with  authentic  sculptures  by  Desiderio  to 
demonstrate  his  authorship  of  the  present  relief.  Parti- 
cularly significant  arc  the  number  and  directness  of 
analogies  with  the  Madonna  on  the  Marsuppini  monu- 
ment, for  they  are  as  close  as  any  between  that 
Madonna  and  the  other  independent  reliefs  of  the 
Virgin  and  Child  that  are  normally  ascribed  to  the 
sculptor.  Analogies  with  the  Sacramental  Tabernacle 
are  numerous  on  the  other  hand,  particularly  in  the 
sharp  undercutting  round  the  contours  of  the  figures 
which  is  so  signal  a  feature  in  the  antcpendium  relief  of 
the  Pieta,  but  no  conclusions  as  to  dating  should  be 
drawn.  As  one  of  the  most  acute  connoisseurs  of 
Desiderio's  work  has  sensibly  observed  :24  'Considering 
the  fact  that  there  are  no  securely  dated  works  in  the 
oeuvre  of  Desiderio,  that  the  span  of  his  activity  is  as 
long  as  a  single  period  in  the  career  of  other  artists,  and 
that  his  style  underwent  no  extraordinary  transforma- 
tions, it  seems  futile  to  attempt  ...  to  assign  a  precise 
date  to  every  work.  The  most  that  one  can  do  is  to  date 
the  works  of  the  greatest  technical  virtuosity  to  the  last 
period  of  Desiderio's  life'.  These  are  the  very  low 
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reliefs,  such  as  the  Saint  Jerome  in  the  National  Gallery 
of  Art,  Washington,  and  the  tiny  Dudley  Madonna  in 
the  Victoria  and  Albert  Museum,  London.25  The 
present  Madonna,  though  masterly,  was  presumably 
carved  at  much  the  same  period  as  the  Marsuppini  fonrfo 
(late  [450s?).  Its  composition  is  straightforward  and  re- 
calls the  Madonna  tondo  on  Bernardo  Rossellino's  Bruni 
monument  in  Santa  Crocc,  a  project  which  is  not 
precisely  datable,  but  which  precedes  Desiderio's  rival 
Marsuppini  tomb.26  Indeed,  one  authority  believes 
that  the  face  of  that  Madonna  may  even  have  been 
carved  by  Dcsiderio,  during  his  training  in  the 
Rossellini  family  workshop.27 

The  influence  of  the  present  composition  on  subse- 
quent renderings  of  the  theme  has  already  been 
discussed  with  regard  to  the  derivatives  by  Domenico 
Rosselli.  Closely  similar  in  general  disposition  is  the 
tine  marble  relict  in  the  Kress  Collection  at  the 
National  Gallery  of  Art,  Washington,  which  may  have 
been  carved  to  commemorate  a  marriage  between  the 
Morelli  and  Ridolh  (whose  coats-of-arms  it  bears)  in 
1469  or  soon  after  (No.  14). 2 8  Dating  therefore  from 
well  after  Desiderio's  death,  there  is  no  doubt  that  its 
sculptor,  who  is  probably  Antonio  Rossellino  -  a 
close  colleague  of  Dcsiderio  -  had  in  mind  the  Beau- 
regard Madonna.  The  Kress  relief  has  an  integrally 


carved  frame  of  architectural  mouldings  with  a  sort  of 
window-sill  below,  supporting  the  cushion  on  which 
the  Christ  Child  stands  and  bearing  the  coats-of-arms 
and  a  central  mongram  'ihs\  A  delicately  carved  swag 
of  fruits  is  looped  up  to  the  corners  behind  the  Virgin's 
halo  and  its  ends  hang  down  loose  at  each  side,  giving 
added  emphasis  to  the  two  heads.  The  execution  is 
distinctly  softer  than  Desiderio's  and  lacks  his  incisive 
linearity  and  subtle  rendering  of  every  inflection  of 
surface  planes.  The  Madonna  and  Child  is  more 
decorative  and  its  mood  correspondingly  lighter. 

The  Kress  Madonna,  or  a  related,  though  lost, 
composition  by  Dcsiderio  or  Antonio  Rossellino, 
seems  to  have  been  the  prototype  for  an  incisively 
carved  marble  tabernacle  in  the  Palazzo  del  Commune, 
Reggio  Emilia,  called  from  its  provenance  the  Madonna 
di  Solarolo  and  formerly  attributed  to  one  or  other 
sculptor.29  There  is  a  good  stucco  cast  of  it  in  the 
Victoria  and  Albert  Museum  (No.  15)  and  the  proto- 
type has  now  been  convincingly  assigned  to  Francesco 
di  Simone  Ferrucci  (1437-1493),  a  Vcrrocchio  follower 
active  later  in  the  century.30  Vcrrocchio  himself,  who 
probably  learned  marble  carving  from  Dcsiderio, 
assisting  him  on  the  Marsuppini  tomb,  was  influenced 
by  the  present  relief  in  his  own  renderings  of  the 
Madonna.  His  pigmented  terracotta  relief  from  Santa 


Above. 

14.  Antonio  Rossellino. 
Madonna  and  Child, 
marble,  1469  or  after. 
Kress  Collection, 
National  Callery  of  Art, 
Washington,  DC 


Rjght. 

15.  Attributed  to 
Francesco  di  Simone 
Ferrucci. 

Madonna  di  Solarolo,  stucco. 
Victoria  and  Albert  Museum, 
London(7622-i86i). 
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Far  left. 

16.  Verrocchio 
or  his  circle. 
Madonna  and  Child, 
marble. 

Museo  Xazionale 
del  Bargello, 
Florence. 


Left. 

17.  After 
Verrocchio. 
Signa  Madonna, 
stucco. 

Formerly  Dibblee 

Collection, 

Oxford. 

Below. 

18.  After  Desiderio 
da  Setticnano. 
Madonna  and  Child, 
stucco. 

Museum  of  Fine  Arts, 
Budapest. 


Maria  Nuova  (now  in  the  Bargello)  is  directly  descend- 
ed in  terms  of  composition,  however  much  this  is 
disguised  by  the  heavy  plasticity  of  the  mature  Verroc- 
chio's  modelling  technique.31  In  the  marble  Madonna 
(also  in  the  Bargello),  he  created  more  or  less  a  mirror- 
image  of  the  composition  in  the  Beauregard  Madonna, 
including  specific  details  such  as  the  outline  of  the 
Virgin's  headdress,  her  cherub-brooch  and  the 
'cocked'  index  and  little  fingers  of  her  left  hand  (No. 
16).32  In  both  these  reliefs,  Verrocchio  retained  the 
cushion  on  which  the  Christ  Child  stands,  and  still 
allowed  Him  to  play  with  an  end  of  His  swaddling 
bands,  though  giving  an  incipient  gesture  of  bene- 
diction with  His  right  hand.  Stucco  panels  formerly  in 
the  Dibblee  Collection,  Oxford  (No.  17),  and  in  the 
Allen  Memorial  Art  Museum,  Oberlin  (Ohio), 
apparently  reflect  a  lost  original  by  Verrocchio  which 
constituted  a  third  variation  on  the  same  theme, 
though  by  now  somewhat  removed  from  the  Beau- 
regard Madonna  :33  indeed,  it  seems  that  they  may  be 
collaterally  descended  from  yet  another  relief  by 
Desiderio,  known  at  present  from  good  stucco  casts  in 
the  Palazzo  Davanzati  in  Florence  and  the  Museum  of 
Fine  Arts,  Budapest  (No.  1 8). 34  Two  virtually  identical 
marble  reliefs  in  the  Bargello  and  the  Courtauld 
Institute  Galleries,  which  have  a  slightly  meretricious 
appeal  because  of  the  introduction  of  irrelevant  detail, 
also  reflect  this  lost  prototype  by  Desiderio,  rather  than 
his  Beauregard  Madonna.35 


194 


The  Beauregard  Madonna 


ACKNOWLEDGEMENTS 

Professor  Ulrich  Middeldorf  recognised  the  15c.ui regard 
Madonna  as  a  work  of  genius  long  ago,  in  an  unpublished 
essay  now  on  the  tiles  of  the  Foundation,  but  made  available 
to  me  only  after  writing.  Our  conclusions  are  identical, 
though  the  evidence  adduced  differs  in  detail. 


NOTES 

1 .  Norton  Simon  Foundation,  No.  F.  65.1.108.S. 
Height:  20  inches  (50  cm.) ;  Width :  16  inches  (40  cm.). 
Acquired  with  the  stock  ofDuveen  Bros.  Inc.,  New  York 
by  the  Nortoii  Simon  Foundation  111  1964.  On  temporary 
loan  to  the  Detroit  Institute  of  Fine  Arts,  1974-1975. 

I  am  grateful  to  my  colleagues  at  Detroit  for  facilitating 
my  examination  of  the  relief  and  to  Darryl  Isley,  Director 
of  the  Norton  Simon  Museum  of  Art  at  Pasadena, 
for  help  with  documentation  and  photography. 

2.  'Exposition  d'Objets  d'Art  du  Moycn  Age  et  de  la 
Renaissance',  organised  by  the  Marquise  dc  Ganay, 

at  the  former  Hotel  de  Sagan,  Paris,  1913,  catalogue  by 
Seymour  dc  Ricci,  No.  4. 

3.  The  repairs  appear  to  be  with  the  original  pieces  of  marble, 
showing  clouds,  except  in  the  lower  right  corner. 

4.  J.  Chatfield,  'A  History  and  Catalogue  of  Florentine  Street 
Tabernacles  from  the  Dugento  through  the  Seicento', 
(Unpublished  M.  Phil,  thesis)  Courtauld  Institute  of  Art, 
London, 1974. 

5.  I.  Cardellini,  'Desiderio  da  Settignano',  Milan,  1962, 
pp.  81,  88,  n.  13,  fig.  46,  (cited  below  as  'Cardellini'). 

6.  J.  Pope-Hennessy,  'Catalogue  of  Italian  Sculpture  in  the 
Victoria  and  Albert  Museum',  London,  1964,  no.  125. 
Pope-Hennessy  seems  to  follow  Seymour  de  Ricci, 

loc.  cit.,  in  believing  the  stucco  to  be  by  the  same  hand  as 
the  Beauregard  Madonna. 

7.  Anderson  Galleries,  New  York,  no.  1560,  'The  Art 
Collection  of  a  New  York  Gentleman',  18  February, 
1921,  no.  102  (as  Bernardo  Rossellino). 

8.  C.  von  Fabriczy,  'Sculpture  di  Domenico  Rosselh',  in 
L' Arte,  x,  1907,  pp.  218-222;  idem.,  'Domenico  Rosselli, 
ein  vergessener  Bildhaucr  des  Quattrocento',  in  Jahrbucli 
der  Preussischen  Kunstsammlungen,  xix,  1898,  pp.  35-37; 

1 17-134;  U.  Middeldorf,  'Some  new  works  by  Domenico 
Rosselli',  in  The  Burlington  Magazine,  lxii,  1933,  p.  172. 

9.  U.  Middeldorf,  loc.  cit. ;  J.  Balogh,  'Katalog  der 
auslandischen  Bildwerkc  des  Museums  der  Bildenden 
Ktinste  in  Budapest',  Budapest,  1975,  no.  64  (Inv.  no. 
1 168). 

10.  J.  Pope-Hennessy,  'Italian  Renaissance  Sculpture',  London, 
1 971,  pp.  283-287.  C.  Avery,  'Florentine  Renaissance 
Sculpture',  London/New  York,  1970,  pp.  105-109; 
Cardellini,  pp.  158-175;  217-235. 

11.  C.  Kennedy,  'Studies  in  the  History  and  Criticism  of 
Sculpture',  Smith  College,  Northampton  (Mass.),  n, 
'The  Tomb  of  Carlo  Marsuppini  by  Desiderio  da 
Settignano  and  Assistants',  1928;  v,  'The  Tabernacle  of 
the  Sacrament  by  Desiderio  da  Settignano  and  Assistants', 
1929.  (Cited  below  as  'Kennedy,  n\  or  'Kennedy,  v\ 
respectively.  I  am  grateful  to  Professor  Kennedy's 
daughter,  Mrs.  Lester  Talkington,  for  permission  to 
reproduce  some  of  his  excellent  photographs. 

12.  Kennedy,  11,  33  ;  Cardellini,  figs.  157-158. 

13.  Kennedy,  v,  9,  10,  11,  17;  Cardellini,  figs.  262-269. 

14.  Kennedy,  11,  37;  Cardellini,  figs.  157-158. 

15.  Kennedy,  v,  33-34;  44-49;  Cardellini,  figs.  258-260. 

16.  Kennedy,  V,  22 ;  Cardellini,  figs.  262-263. 

17.  Cardellini,  figs.  180-182;  283-286. 

18.  Kennedy,  11,  14,  16,  17;  Cardellini,  figs.  152-153. 

19.  Kennedy,  v,  52,  61,  65;  Cardellini,  figs.  279-280. 

20.  Kennedy,  11,  51,  53  ;  Cardellini,  figs.  164-165. 

21.  Kennedy,  v,  4,  7  -  apparently  printed  in  reverse  in  the 
copy  in  the  National  Art  Library  at  the  Victoria  and 
Albert  Museum. 

22.  Kennedy,  v,  1,  3  ;  Cardellini,  fig.  250. 

23.  Kennedy,  11,  34;  Cardellini,  figs.  157-15S. 


24.  A.  Markham,  review  of  Cardellini,  'Desiderio',  in 
Art  Bulletin,  xi.vi,  1964,  pp.  246-247. 

25.  Cardellini,  pp.  244-247;  Pope-Hennessy,  (>/».  cit.,  1964, 
no.  1 14. 

26.  L.  Planiscig,  'Bernardo  und  Antonio  Rossellino',  Vienna, 
1942,  pi.  12. 

27.  A.  Markham,  'Desiderio  da  Settignano  and  the  workshop 
ol  Bernardo  Rossellino',  in  Art  Bulletin,  XLV,  1963, 

pp.  43-44- 

28.  U.  Middeldorf,  'Sculptures  from  the  Samuel  H.  Kress 
Collection',  London,  1976,  p.  22:  connects  the 
composition  with  the  Beauregard  Madonna  ('formerly 
at  Duveen's  in  New  York'). 

29.  C.  Ganiba,  'La  Madonna  di  Solarolo',  in  Bollettino  d' Arte, 
xxv,  1931-1932,  pp.  49-53,  ill.  p.  51.  Seymour  de  Ricci, 
loc.  cit.,  1913  compared  the  Beauregard  Madonna  to 
that  at  Solarolo  and  believed  both  to  be  by  Antonio 
Rossellino. 

30.  Pope-Hennessy,  op.  cit.,  1964,  no.  147. 

3  1.  G.  Passavant, '  Verrocchio',  London,  1969,  p.  173,  no.  4, 
pis.  14-15.  C.  Seymour,  'The  Sculpture  of  Verrocchio', 
London,  1971,  p.  166,  no.  12,  fig.  159. 

32.  G.  Passavant,  op.  cit.,  p.  205,  App.  11. 

33.  L.  Mack  Bongiorno,  'A  Fifteenth-Century  Stucco  and 
the  Style  of  Verrocchio',  in  Allen  Memorial  Art  Museum 
Bulletin,  xix,  3,  1962,  pp.  1 15-138.  J.  Pope-Hennessy, 
'Three  Marble  reliefs  in  the  Gambier-Parry  Collection', 
in  The  Burlington  Magazine,  Cix,  1967,  pp.  118-121. 
Seymour,  op.  cit.,  p.  166,  no.  13.  Passavant,  op.  cit.,  p.  206, 
App.  19-20. 

34.  This  probable  source  for  the  Dibblce/Oberlin  Madonna 
type  has  not  been  adduced  by  earlier  writers :  the  stucchi 
in  question  are  reproduced  by  Cardellini,  op.  cit.,  fig.  385, 
discussed  p.  292;  L.  Berti,  'II  Museo  di  Palazzo  Davanzati', 
Milan,  n.d.,  p.  213,  no.  209;  and  Balogh,  op.  cit.,  no.  60 
(Inv.  no.  1293). 

35.  Pope-Hennessy,  loc.  cit.,  1967,  fig.  13  ;  Cardellini,  op.  cit., 
fig-  47- 


Dr.  Charles  Avery  is  Deputy  Keeper, 
Department  of  Architecture  and  Sculpture, 
Victoria  and  Albert  Museum,  London. 


195 


TREASl  RES  OF 

SOI  Til  \SIA\  SCULPTURE 

Martin  Lerner 


The  earliest  sculptures  in  the  col- 
lection, two  well-known  Indian 
pillars,  dateable  to  c.  100  bc,  at 
one  time  part  of  a  railing  surround- 
ing a  Buddhist  stupa,  were  discovered  by 
Alexander  Cunningham  in  the  1870s  at 
the  village  of  Pathora  (or  Pataora)  near  the 
site  of  Bharhut.  They  date  to  the  early 
period  of  Indian  sculpture,  a  time  devoted 
to  the  development  of  a  uniform  style  and 
pictorial  vocabulary.  The  Bharhut  styles 
stand  almost  at  the  very  beginning  of  the 
great  and  long  tradition  of  Indian  art, 
which  partially  accounts  for  their  naivety. 
The  composition  of  the  pillar  illustrated 
(No.  1)  is  simple:  it  has  only  three  figures 
in  two  distinct  registers,  with  slightly 
awkward  stances;  ambiguous  spatial  relat- 
ionships and  a  relatively  low  relief  In  the 
upper  register  a  large  female  stands  in  a 
contrapuntal  position,  her  right  hand  hold- 
ing a  branch  of  a  tree,  her  left-hand  point- 
ing to  her  genitalia,  or  to  the  figures 
below.  She  is  probably  a  Yakski,  a  popular 
category  of  Dravidian  divinity  associated 
with  nature's  material  bounties.  The  Yakski 
represents  the  spirit  of  fertility  of  the  tree, 
and  by  extension,  all  vegetation  and  the 
fecundity  of  man  and  animal.  These  early 
fertility  types,  along  with  many  of  the 
other  indigenous  deities  of  ancient  India, 
were  eventually  gathered  into  the  panth- 
eons of  the  major  religions  to  provide 
these  religions  with  added  authority  and 
legitimacy.  Buddhism  in  particular  seemed 
to  have  been  quite  adept  at  these  kinds  of 
assimilations.  This  is  of  particular  interest 
since  one  often  finds  voluptuous  females 
engaged  in  the  most  secular,  sometimes 
erotic,  activities,  side  by  side  with  scenes  of 
the  highest  religious  significance.  The 

1 .  Yakski  and  amorous  Couple, 
railing  pillar, 

India,  Bharhut,  Satna  District, 
Madhya  Pradesh  Sunga  Period, 
c.  100  bc,  red  sandstone. 
Height:  58  inches. 


Yakski  wears  a  jewelled  girdle  around  a 
diaphanous  skirt,  and  strong  visual  con- 
trasts are  set  up  between  the  bold  and 
varied  patterns  of  garment  and  jewelleries. 
As  with  most  of  the  sculpture  from 
Bharhut,  subsidiary  forms  take  on  a  dis- 
tinct life  of  their  own  -  her  long  braided 
hair  for  example.  The  facial  features  and 
body  are  handled  in  the  schematic  fashion 
typical  of  the  period. 

The  lower  register  shows  a  male  with 
his  arms  around  a  female  who,  in  most 
respects,  resembles  the  larger  one  above. 
The  smaller  female  points  to  the  larger  one 
and  seems  oblivious  of  the  attentions  being 
paid  by  her  male  companion.  As  with  the 
larger  female,  the  prime  visual  impact 
derives  from  the  rich  decorative  pattern- 
ings  rather  than  bold  sculptural  forms. 
This  was  soon  to  change.  The  relative 
importance  of  surface  decoration  as  oppo- 
sed to  the  sculpturesque  was,  within  a  few 
hundred  years,  reversed. 

Carved  about  two  hundred  and  fifty 
years  later,  during  the  Kushan  period,  the 
next  two  sculptures  graphically  illustrate 
two  divergent  styles  on  the  great  sub- 
continent. 

The  Kushans  had  migrated  down  from 
areas  in  Russian  Turkestan,  to  Hellenised 
Bactria  and  the  lower  Oxus  regions  around 
northern  Afghanistan,  and  entered  north- 
ern India  early  in  the  first  century  ad. 
Originally  nomadic,  by  the  time  they 
entered  India  they  had  had  considerable 
contact  with  both  the  Greeks  in  Bactria  and 
with  the  Iranians,  and  seemed  to  worship 
some  Greco-Iranian  deities  as  well  as  wear- 
ing a  form  of  Iranian  costume.  The  two 
great  centres  ot  Kushan  activity  were  at 
Gandhara  (now  Pakistan),  and  at  Mathura, 
in  Uttar  Pradesh.  There,  mature  art  forms 
developed  which  existed  coevally,  had 
contact  with  each  other,  but  are  visually 
completely  dissimilar.  At  Gandhara,  a 
sculptural  idiom  ot  Buddhist  iconography 
was  built  on  foundations  of  Hellenistic, 
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2.  Standing  Bodhisattva, 
Pakistan,  Kushan  Period, 
c.  second  century,  grey  schist. 
Height :  69 J  inches. 

Iranian,  and  early  Roman  styles,  with 
Mediterranean  contact  clearly  apparent; 
while  at  Mathura  a  style  evolved  which 
continued  indigenous  stylistic  systems  de- 
veloped in  Central  India  at  Bharhut,  Sanchi, 
and  other  local  centres,  and  an  iconography 
which  included  Hindu  and  Jain  deities. 

The  Bodhisattva  from  Gandhara  (No.  2) 
is,  as  far  as  I  know,  unmatched  in  quality 
on  the  North  American  continent,  apart 
from  two  Gandharan  Bodhisattvas  in  the 
Royal  Ontario  Museum,  Toronto,  to 
which  the  illustrated  sculpture  relates, 
stylistically  and  iconographically. 1 

In  most  respects  the  Bodhisattva  betrays 
non-Indian  precedents  -  the  physiognomy, 
emphasis  on  the  musculature  of  the  body, 


hair-style,  and  jewelleries,  as  examples. 
This  splendid  Bodhisattva  is  a  prime 
example  of  the  foreign  north-west  style 
adapted  to  the  service  of  Buddhism.  The 
Nagaraja  (Serpent  King)  from  Mathura 
(No.  4),  on  the  other  hand,  could  serve  as 
a  paradigm  for  the  indigenous  style. 

The  anismistic  worship  of  serpents  on 
the  Indian  subcontinent  is  considerably 
more  ancient  than  the  worship  of  the 
Buddha.  The  regenerative  aspect  of  snakes 
along  with  their  other  distinctions  is  en- 
countered in  one  form  or  another  in  many 
cultures.  In  India  the  nagas  are  associated 
with  water,  which  is  considered  holy. 
Attesting  to  the  popularity  ofnaga  worship 
in  the  Mathura  regions  is  the  existence  of 
many  anthropomorphic  statues  of  Nagara- 
jas,  usually  taking  the  form  of  a  standing 


3.  Nagini  (Serpent  Queen), 
India,  Mathura  Region, 
Uttar  Pradesh,  Gupta  Period, 
early  fourth  century,  red  sandstone. 
Height:  si  inches. 


4.  Nagaraja  (Serpent  King), 
India,  Mathura  Region, 
Uttar  Pradesh, 

Kushan  Period,  second  century, 
mottled  red  sandstone. 
Height:  7  inches. 


figure  set  against  the  flattened  coils  of  a 
snake,  and  canopied  by  a  large,  spread- 
out  hood,  normally  having  seven  cobra 
heads  for  a  Nagaraja  and  five  for  a  Nagini 
(Serpent  Queen). 

The  colossal  Serpent  King,  now  in 
Pasadena,  originally  stood  with  both  feet 
firmly  and  uniformly  positioned  on  the 
ground  (samahhanga)  rather  than  in  the 
more  exuberant  contrapuntal  position 
often  encountered  on  Mathura  Nagarajas. 
His  left  hand  may  have  held  a  flask,  and  the 
missing  right  hand  was  probably  raised. 

The  Gupta  period  (torth-sixth  centuries), 
often  referred  to  as  India's  'Golden  Age", 
has  left  the  indelible  imprint  of  India's 
cultural  genius  on  the  civilisation  of  her 
neighbours,  as  well  as  establishing  an 
apogee  against  which  later  Indian  dynas- 
ties measured  their  accomplishments.  Con- 
trasting with  the  vigour  and  robustness 
which  flavoured  Kushan  culture,  during 
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the  Gupta  period  there  developed  a  new 
intellectualism  and  humanism  which  pro- 
duced a  highly  refined  system  of  aesthetic  s. 
Softer,  more  gentle  curves;  smoothly 
flowing  forms;  fluid  transitions  from  vol- 
ume to  volume;  a  complete  harmony  of 
forms;  all  these,  disciplined  by  a  strict 
geometric  rationalisation,  developed  into 
one  of  the  greatest  art  styles  the  world  has 
ever  known.  Its  two  greatest  centres  were 
the  holy  cities  of  Mathura  and  Sarnath. 

The  litbic  qualities  of  the  Nagini 
(consort  of  a  Nagaraja)  (No.  3),  its  general 
configuration  and  perhaps  its  imposing 
dimensions  are  reminiscent  of  the  iconic 
monumentality  associated  with  earlier 
periods.  The  female  form,  however,  has 
clearly  undergone  a  fundamental  trans- 
formation. The  earlier  exuberant  expres- 
siveness has  given  way  to  systems  consider- 
ably more  ordered,  restrained  and  intellec- 
tual iscd.  Gone  is  the  exaggerated  hour-glass 
figures  of  the  females  of  the  second  and 
third  centuries.  One  has  only  to  compare 
this  Nagini  with  the  well-known,  earlier 
Yakshis  from  Bhutesar  to  sec  how  graphi- 
cally the  concept  of  the  female  form  has 
changed  from  one  emphasising  fecundity 
and  the  female  as  Mother  Goddess,  to  a 
more  human  idealisation  resulting  in  a 
more  naturalistic  figure.  The  Nagiui's 
frontal  orientation  suggests  an  original 
placement  against  either  a  temple  wall  or 
railing,  with  the  former  being  more  prob- 
able. She  is  purported  to  have  been  exca- 
vated from  a  site  at  Etah  (not  far  from 
Mathura  in  Uttar  Pradesh)  along  with  a 
Nagaraja,  now  in  a  private  collection. 

In  recent  years  a  few  metal,  Gupta-style 
Buddhas  derived  from  stylistic  sources 
other  than  Gandhara,  have  come  to  light. 
Since  this  group  is  so  rare,  their  hypothe- 
sised dates  must  be  tested  against  stylistic 
sequences  based  on  the  more  numerous 
stone  sculptures  -  systems  in  themselves 
not  yet  firmly  established. 

No.  5  shows  a  type  well  recorded  in  the 
literature  of  Indian  sculpture  -  a  standing 
Buddha  with  his  hand  raised  in  the  fear- 
allaying  or  protective  gesture  (abhaya- 
niudra)  and  the  left  holding  a  portion  of  his 
garment.  Well  modelled,  and  elegantly 
proportioned,  the  Buddha's  posture  is 
subtly  flexed,  his  left  hip  thrown  into 
prominent  profile.  The  forms  of  the  body, 
though  not  quite  so  turgid  as  the  earlier 
Nagaraja  (No.  3),  swell  is  if  by  pressure 
from  within,  and  the  contours  of  the  lithe 


torso  are  sensuously  rendered. 

Some  unusual  variations  normally  not 
encountered  with  late  fifth  or  sixth  century 
images  are  present.  The  cranial  protuber- 
ance (ushnisha)  is  rather  small  and  the  hair- 
line in  relationship  to  the  eyebrows  is  set 
particularly  high,  exposing  a  broad  ex- 
panse of  forehead.  The  mouth  is  small,  not 
extending  beyond  the  flare  of  the  nostrils 
and  the  distended  earlobes  arc  set  surpris- 
ingly far  from  the  rounded  face.  But  the 
physiognomy,  with  full  heavy  eyelids, 
fleshy  lower  lips,  full  rounded  cheeks,  the 
treatment  of  the  torso,  and  the  lack  of 
indications  of  drapery  folds  on  the  body, 
clearly  establish  this  sculpture's  stylistic 
allegiances.  Undoubtedly  its  prototypes 
must  be  sought  for  in  the  Sarnath  atelier  of 
the  Gupta  period  -  particularly  of  the  late 
fifth  -  early  sixth  centuries. 

Sarnath,  so  famous  for  its  thriving  atelier 
of  stone  carvers,  producing  some  of  the 
most  beautiful  sculpture  in  the  history  of 
Indian  art,  cannot  additionally  boast  of  a 
famous  metal-casting  tradition.  Neverthe- 
less, there  can  be  no  good  reason  to  assume 
none  existed.  The  fame  of  the  classical 
Sarnath  schools  was  such  that  this  idiom 


5.  Standing  Buddha, 

India,  Gupta  Period, 

second  half  of  the  sixth  century, 

bronze  with  high  silver 

or  tin  content. 

Height:  17  inches. 


would  have  been  emulated  in  areas  of 
northern  India  considerably  distant  from 
Sarnath  itself.  Although  Sarnath  styles^, 
provided  the  inspiration  for  some  of  these 
Gupta-style  bronzes,  we  do  not  know 
where  they  were  made. 

The  Chola  dynasty  of  south  India  made 
a  notable  contribution  to  Indian  art 
history.  From  the  middle  of  the  ninth 
century  to  the  middle  of  the  fourteenth 
century  they  ruled  over  an  empire  of  great 
prosperity  and  cultural  achievement. 
Around  the  beginning  of  the  eleventh 
century,  during  the  reigns  of  two  of  the 
most  important  of  the  Chola  rulers,  the 
great  Rajaraja  1  (985-c  1014)  and  his  son, 
Rajendra  1  (c.  1014-1044),  there  was  a  con- 
siderable extension  of  empire.  The  island 
of  Ceylon  was  conquered,  and  successful 
naval  expeditions  led  against  the  Shrivi- 
jaya  Kingdom  of  Java  and  the  Malay 
Peninsula.  Chola  prosperity  supported  one 
of  the  greatest  court-styles  in  history:  the 
Chola  bronzes.  As  a  category  of  Indian  art 
these  represent  an  extraordinary  artistic 
achievement,  competing  favourably  with 
the  finest  sculpture  of  any  culture. 

Parvati  ('Daughter  of  the  Mountain  )  is 
considered  wife  and  consort  to  Shiva,  but 
also  the  female  complement  of  his  powers 
and  energies  [shaktt).  Being  an  infinitely 
complex  deity,  multi-faceted  and  possessed 
of  an  overwhelming  assortment  of  powers 
and  capabilities,  she  is,  at  one  and  the  same 
time,  the  totality  of  all  her  aspects,  but 
also  each  individual  aspectual  unit.  She  is 
the  retiring,  innocent  bride  of  Shiva  as 
Kalyanasundara  (the  Handsome  Bride- 
groom) as  well  as  the  Goddess  of  Death. 
Parvati,  as  Universal  Mother,  probably 
derived  from  a  more  ancient  concept, 
reminder  of  which  is  provided  when  she  is 
sometimes  referred  to  as  'The  Goddess'. 

Here  she  is  met  standing  on  a  double- 
lotus  pedestal  in  a  restrained  dvibhanga 
(twice-bent)  posture  (No.  6).  She  is  the 
beautiful  young  queen  of  grace  and  dignity 
whose  tranquil  composure  suberbly  re- 
flects the  divine  benevolence  which  made 
Parvati  so  vital  and  popular  in  Indian  cul- 
ture. Everything  is  handled  in  a  logical  and 
convincing  manner  -  even  the  bangles 
around  her  relaxed  wrist  being  responsive 
to  natural  gravitational  laws.  Her  right  arm 
is  raised,  the  hand  gracefully  seeming  to 
hold  an  object  such  as  the  stem  of  a  flower 
(katakamukhahasta).  Her  hair  is  dressed  in  a 
high  chignon,  the  jatamuktita,  normally 
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6.  Standing  Parvati, 
India,  Tanjore  District, 
Tamil  Nadu,  Chola  Period, 
second  half  of  the  tenth  century, 
bronze.  Height:  28  inches. 


reserved  for  Shiva  and  Parvati.  She  has  a 
beautiful  caramel-brown  patina,  and,  as  is 
usual,  the  figure  and  pedestal  arc  cast 
separately,  and  then  joined  by  pecning. 

The  styles  of  Chola  bronzes  often  take 
confusing  circumambulations,  and  since 
not  many  securely  dated  bronzes  have 
survived,  the  few  which  do  exist  are  crucial 


in  allowing  us  to  chart  an  outline,  even 
though  skeletal,  of  stylistic  developments. 
Particularly  invaluable  are  the  bronzes  of 
the  Um.unaheshvara  Temple  at  Koncrira- 
japuram,  dateable  between  c.  969-977.  In 
terms  of  style,  the  Norton  Simon  Founda- 
tion Parvati  must  be  placed  close  to  two 
Parvatis  from  that  temple,  both  exquisite 
masterpieces  of  early  Chola  art.2  The 
famous  Parvati  in  the  Gautam  Sarabhai 
collection  in  Ahmcdabad  has  been  skill- 
fully and  convincingly  hypothesised  by 
Douglas  Barret  to  be  the  very  probable- 
consort  for  the  Vrishuahana  Shiva  in  the 
konerirajapuram  Temple.3  In  that  same 
temple  is  another  Parvati,  mate  to  another 
Shiva,  of  different  form  (Tripurantaka).4 
Both  seem  to  be  dateable  to  between 
969-977.  They  are  rather  distinctive 
bronzes,  particularly  the  Parvati  for  the 
Tripurantaka  Shiva,  and  it  is  to  her  in  par- 
ticular that  we  must  address  our  compari- 
sons. Both  that  and  the  Norton  Simon 
Parvati  share  the  same  distinctive  elegant 
and  attenuated  proportions  as  well  as  many 
similarities  in  costume. 

Much  about  the  Norton  Simon  Parvati, 
such  as  the  simpler  jewellery,  more 
attenuated  form  and  perhaps  less  stylised 
stance,  as  well  as  being  a  bit  closer  to 
Pallava  styles,  could  be  used  convincingly 
to  argue  for  a  date  slightly  earlier  than  both 
the  Konerirajapuram  Parvatis,  and  there- 
fore, be  dateable  to  around  the  fifth  and 
sixth  decades  of  the  tenth  century.  But 
whether  one  prefers  to  place  her  slightly 
before  or  slightly  after  her  Koneriraja- 
puram cousins,  it  is  not  likely  that  a  dating 
from  about  950  to  990  will  fail  to  provide 
the  proper  chronological  limits. 

At  sight,  one  is  immediately  impressed 
by  the  heroic  nature  of  the  Shiva  (No.  7), 
both  in  terms  of  its  size  and  monumental 
proportions.  It  is  a  Shiva  of  a  weight  and 
solidity  rarely  encountered  in  Chola 
bronzes.  The  breadth  of  the  massive 
shoulders,  the  large  rounded  head,  and  the 
powerful  legs  exude  a  sheer  physical  power 
almost  unrivalled  among  Chola  bronzes. 
This  image  surely  indicates  the  hand  of  a 
sculptor  of  more  than  standard  genius. 
Although  originally  published  alone  as  an 
'unidentified  form  of  Shiva',  with  the 
probability  of  being  a  I  'inadhara  Shiva 
(Shiva  as  Lord  of  Music,  playing  the  vina),5 
judging  from  the  stance,  he  cannot  be 
anything  other  than  Shiva  leaning  on  his 
missing  vehicle,   Nandi,   the  bull.  This 
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7.  Shiva  Vrishvaliana, 
India,  Tanjore  District, 
Tamil  Nadu,  Chola  Period, 
c.  ioio,  bronze. 
Height:  39.2  inches. 


would  identify  the  form  as  Shiva  I  'risliva- 
hana.b  This  sculpture,  representing  one  of 
the  highlights  of  the  Chola  bronze-casting 
tradition,  belongs  to  the  latter  part  of  the 
reign  of  Rajaraja  1,  and  should  be  placed 
between  the  Tirukkaravasal  Shiva  I  'rish- 
vanana  and  the  Chhayavanam  Shiva  of 
around  tooo  ad,  and  the  Tirunamanallur 
Shiva  Vinadhara  of  around  1025. 7  It  would 
then  date  to  around  the  first  decade  of  the 
eleventh  century. 

The  sculpture  of  South-east  Asia,  partic- 
ularly Cambodia  and  Thailand,  is  one  of 
the  major  strengths  of  the  Norton  Simon 
Foundation's  collection  and  ranks  among 
the  four  finest  public  collections  outside 
of  Asia. 

The  chronology  and  stylistic  sequences 
at  Shri  Deb,  or  Si  Tcp,  in  the  Petchabun 
(Bejrapurna)  Province  of  north  central 
Thailand,  are  still  to  be  worked  out  but  it 
is  not  improbable  that  the  sequence  of 
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styles  owed  much  to  Fu-nan,  then  Chen 
La,  Mon-Dvaravati,  and  hnally  Khmer  (or 
Khmer-Lopburi)  impulses  with  Indian  and 
Javanese  styles  occasionally  making  their 
presence  felt.  It  is  not  yet  possible  to  deter- 
mine the  exact  'mix',  nor  to  hypothesise 
the  contributions  of  Si  Tep  itself,  but  one 
thing  is  quite  clear:  based  on  the  extra- 
ordinary tine  sculptures  that  have  been 
recovered  from  the  area  it  must  have  been 
a  city  of  considerable  importance. 

The  recent  discovery  of  the  torso  has 
failed  to  establish  convincingly  the  identity 
of  a  magnificent  deity  from  Si  Tep 
(colour).  Although  it  appears  that  the 
figure  never  had  more  than  the  normal 
number  of  arms,  the  nature  ot  the  breaks 
near  the  shoulder  may  disguise  the  fact  that 
this  was  once  a  four-armed  deity.  It  there 
were  four  arms  the  deity  would  be  Vishnu. 
Previously  identified  as  an  image  of  the 
sun-god,  Surya,  when  just  the  head  was 
known,8  the  discovery  of  the  body  makes 
this  tentative  identification  less  acceptable 
than  before.  Surya,  almost  always,  stands 
in  a  strictly  frontal  position  with  his  legs 
symmetrically  placed.  Additionally,  the 
orthodox  representation  has  him  wearing  a 
kind  of  cloak  which  covers  his  shoulders 
and  chest  and  descends  below  the  waist. 
Both  these  conditions  arc  found  on  a  Surya 
from  Si  Tep  now  in  the  National  Museum, 
Bangkok. (;  The  Norton  Simon  Foundation 
sculpture  wears  the  short  garment  norm- 
ally associated  with  Vishnu  and  stands  in  a 
contrapuntal  position.  The  deity  wears  a 
high,  octagonal,  decorated  mitre,  appro- 
priate for  both  Vishnu  and  Surya. 

Adding  yet  another  dimension  to  the 
importance  of  Si  Tep  is  a  gold  repousse 
plaque  (No.  8).  Reported  to  have  been 
found  in  Pctchabun  province,  additional 
credibility  and  corroboration  has  been  pro- 
vided by  other  gold  plaques  found  in 
Pctchabun  province,  near  Si  Tep.10  The 
technique,  to  a  certain  extent,  removes  this 
superb  object  of  sumptuary  art  from  the 
stylistic  mainstream.  Nevertheless  its  date 
can  only  be  arrived  at  through  comparisons 
with  surviving  stone  sculptures. 

The  treatment  of  the  face  and  the  mitre 
are  clearly  within  the  traditions  of  Prc- 
Angkorean  art.  Almost  everything  else, 
however,  seems  to  relate  more  clearly  to 
Indian  styles.  Whether  the  composition 
follows  a  design  brought  from  India  is  not 
certain,  but  the  history  of  Indian  sculpture 
could  probably  be  illustrated  using  nothing 


8.  Vishnu  and  Attendant, 
Thailand,  Pctchabun  Province, 
Mon-Dvaravati  Period, 
style  of  Si  Tep, 
c.  last  quarter  of 
the  seventh  century, 
gold  repousse. 
Height:  12  inches. 

but  representations  of  a  male  figure  in  a 
contrapuntal  posture,  attended  by  a  small, 
usually  deformed  figure.  This  theme  has 
not  been  richly  preserved  in  Pre-Ang- 
korean  art,  but  one  must  assume  it  had  its 
place  in  the  repertory  of  temple  sculpture. 

The  identification  of  the  deity  of  Vishnu 
is  established  by  the  attributes  held:  the 
conch  shell  in  the  upper  left  hand,  the 
lower  left  hand  resting  on  a  war  club 
(or  mace),  the  upper  right  hand  holds  a 
war  discus  and  a  lotus  bud  is  in  the  lower 
right.  He  wears  a  high  mitre  surmounted 
by  a  lotus  finial,  recalling  the  one  worn  by 
the  preceding  Si  Tep  stone  Vishnu.  Behind 
his  head  is  a  halo.  He  wears  earrings, 
bracelets,  armbands,  and  has  long  locks 
curling  on  his  shoulders,  another  feature 
in  common  with  the  stone  sculpture.  The 
skirt,  having  the  appearance  of  a  short 
trouser,  is  probably  drawn  up  between  the 
legs  and  fastened  behind.  A  diagonal  sash  is 
slung  across  the  hips  and  a  gold  chain  is 
also  worn.  The  completeness  of  this  plaque, 
in  contradistinction  to  the  normally  miss- 
ing arms  of  stone  sculpture,  makes  it  an 
important  iconographic  document. 

Vishnu  stands  on  a  rectangular  pedestal 
with  a  lotus  on  its  sinister  side  and  an 


attendant  holding  a  lotus  on  the  dexter 
side.  It  seems  quite  likely  that  this  attendant 
represents  one  of  the  aboriginal  types  in  thc^, 
Thailand  area.  As  attendants  invariably  do, 
he  makes  a  vivid  contrast  with  his  master. 
The  inclusion  of  cloud  motifs  on  either 
side  ot  Vishnu's  halo  provides  the  heavenly 
setting  for  this  scene. 

In  attempting  to  find  parallels  to  some  of 
the  motifs  found  here,  wc  encounter  im- 
mediate and  surprising  problems.  The  gold 
chain  could  be  assumed  to  be  a  rather  com- 
mon luxury  for  South-cast  Asian  nobility 
and  their  gods.  Although  I  am  confident 
there  are  more,  I  have  only  been  able  to 
find  three  early  examples:  the  Prasat  Andct 
Harihara,  a  Vishnu  on  a  lintel  from  Tuol 
Baset,  and  a  Mon-Dvaravati  stucco 
torso. 1 1  The  first  two  show  the  chain  com- 
posed of  square  or  rectangular  links  rather 
than  rounded ;  they  do  not  have  the  chain 
buckled  in  front  with  a  large  clasp,  or  sus- 
pended with  a  jew7elled  terminal,  as  found 
on  this  gold  Vishnu,  and  commonly  in 
India.  I  would  think  that  the  thin  sash, 
slung  diagonally  from  left  hip  to  right 
thigh,  knotted,  and  suspended  on  the 
left  side,  more  clearly  points  to  a  direct 
Indian  precedent  rather  than  a  Thai  or 
Cambodian  one.  A  sash  is  not  usually 
worn  by  Prc-Angkorean  deities,  but  when 
it  is,  it  almost  always  is  shown  as  being 
both  bulkier  and  heavier  than  here.  It  is 
also  unusual  to  find  it  knotted  on  the  out- 
thrust  hip. 

This  plaque  may  be  a  strongly  Indianised 
South-cast  Asian  product,  and  rather  than 
looking  to  Phnom  Da,  Angkor  Borei,  or 
Prci  Kmcng  for  prototypes,  or  to  Java  or 
Ceylon,  it  may  be  acceptable  to  see  some 
influence  here  of  early  Pallava  style,  parti- 
cularly the  'Mahcndra  style'  of  emperor 
Mahendravarma  (c.  580-630). 

Si  Tep  is  normally  cited  in  the  literature 
as  having  been  a  Vaishnavitc  area,  and 
while  it  has  been  recognised  that  close 
contact  seems  to  have  existed  between 
Buddhist  Dvaravati  and  supposedly  Vaish- 
navitc Si  Tep,  there  has  been  little  to  docu- 
ment these  connections  in  terms  ot  surviv- 
ing objects.  The  few  sculptures  from  Si 
Tep  which  have  been  known  for  some 
while  are  Vaishnavitc  or  Brahmanical  and 
more  easily  related  to  the  styles  of  Fu-nan 
or  Chen  La  than  they  are  to  Bvaravati. 
But  recently  it  has  become  apparent 
through  excavations  that  Buddhism  and 
Hinduism  both  flourished  there. 
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There  can  no  longer  be  any  doubt  that 
what  has  come  to  be  accepted  as  the  Mon- 
I  )\  aravati  style  is  clearly  represented  at  Si 
Tep  from  about  the  eighth  century  on. 
The  sequence  of  events  suggested  by  the 
styles  of  recovered  sculptures  seems  to 
indicate  that  around  the  eighth  century  a 
Fu-nan-Chcn  La  type  of  image  was  re- 
placed by  Mon-Dvaravati  Buddhist  styles 
and  this,  by  a  Khmer  or  Khmer-Lopburi 
style  in  the  eleventh  century. 

The  standing,  stone  Buddha  image  (No. 
9),  while  not  the  earliest  example  of  Mon- 
Dvaravati  Buddhas  in  the  West,  is  still  one 
of  the  most  remarkable  specimens.  Monu- 
mental in  scale  and  heroic  in  conception, 
his  overpowering  presence  is  undeniable. 
The  grandeur  and  nobility  of  the  face, 
however,  overwhelms  even  the  titanic 
body.  Where  the  surface  of  the  body  is 
smooth  and  limpid,  the  face  is  intense  and 
precise,  with  deep,  firm  cutting  ot  forms. 
The  eyes  and  wide  mouth  are  outlined, 
emphasising  their  form.  Originally  the 
eyes,  eyebrows  and  urna  above  the  bridge 
of  the  nose,  were  inlaid. 

Though  the  initial  prototypes  for  these 
kinds  of  images  were  Gupta  or  Gupta- 
inspired  icons,  by  the  time  this  Mon- 
Dvaravati  style  Buddha  was  created  there 
would  have  been  many  possible  stylistic 
sources.  By  the  eighth  or  ninth  century 
Thailand  had  a  well-established  Buddha 
type  and  it  is  to  the  early  Mon-Dvaravati 
stone  Buddhas  found  at,  among  other  sites, 
Ayudhya  and  Lopburi,  as  well  as  those 
images  found  at  Angkor  Borci,  the 
seventh-century  capital  of  Bhavavarman  11, 
in  Cambodia,  to  which  we  must  turn.12  To 
judge  from  some  similar  heads  found  at 
Lopburi,  close  contact  must  have  existed 
between  that  centre  and  Si  Tep,  which 
after  all,  is  not  very  far  away.13  Another 
major  Mon-Dvaravati  Buddha,  now  in  the 
collection  of  the  Cleveland  Museum  ot 
Art,  probably  dating  to  the  eighth  century, 
is  also  reported  as  being  from  Si  Tep,  and 
makes  an  informative  comparison  to  the 
Simon  Buddha.14 

It  is  important  to  bear  in  mind  that,  not 
only  is  Si  Tep  close  to  Lopburi,  it  is  also 
close  to  Korat,  the  hypothesised  centre  at 
which  the  well-known  Pra  Kon  Chai 
group  of  bronzes  were  made.  A  triangle,  of 

Colour. 

Standing  Vishnu  (?), 
Thailand,  Si  Tep, 
Petchabun  Province, 
Pre-Angkorean  Period, 
style  of  Si  Tep, 
c.  late  sixth  century, 
sandstone. 
Height:  44 J  inches. 
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t  very  large  size,  is  formed  in  central 
and,  having  Si  Tep  at  its  apex  and 
Lopburi  as  the  right  corner,  with  Korat 
forming  the  left  corner.  A  very  definite 
and  fairly  consistent  stylistic  group  is 
formed  by  some  of  the  known  products  of 
Lopburi  and  Si  Tep,  and  now,  a  large 
bronze  head  has  been  found  at  Ban  Tahnot 
in  Korat  Province,15  which  if  made  there, 
clearly  links  the  three  centres. 

The  next  series  of  three  statues,  all  date- 
able  to  the  tenth  century,  shows  very 
clearly  the  conservative  nature  of  the 
Khmer  court  styles  of  Cambodia.  As  an  art 
in  the  service  of  the  God-King,  the  three- 
dimensional  statues  of  major  divinities 
were  sacrosanct,  permitting  little  room 
for  innovation.  It  was  primarily  in  decora- 
tive detailing  that  the  artist  found  a  modi- 
cum of  freedom;  this  is  most  apparent  on 
the  surface  of  architectural  members  of  the 
temples  and  to  a  considerably  lesser 
degree,  the  crowns,  and  the  sampots  (the 
short  garment  worn  by  males)  of  various 
deities  sculpted  in  the  round. 

The  conditions  imposed  by  this  system 
tested  the  talents  of  the  sculptors  to  the 
fullest.  When  it  came  to  the  single  figure 
of  Vishnu,  Shiva,  and  later  Lokcshvara,  the 
limitations,  basically,  were  to  carve  a 
statue  in  the  full  round,  which  would  be 
hieratic,  iconic,  permitting  of  no  motion, 
with  both  feet  uniformly  planted  on  their 
pedestal,  and  with  only  the  different  hand 
positions  to  break  up  the  strict  symmetric- 
ally of  the  image.  Surface  decoration  was 
almost  non-existent;  usually  no  necklaces 
or  arm  jewelleries,  no  earrings  or  sacred 
thread,  and  the  chest  and  legs  bared.  Con- 
sidering the  severity  of  these  restrictions,  it 
is  extraordinary  that  the  Khmer  artists 
were  able  to  accomplish  so  much,  so 
brilliantly. 

They  relied  for  their  successes  on  the 
most  basic  of  contrasts,  and  a  very  pure 
modelling.  The  large  expanses  of  bare 
flesh,  moulded  with  considerable  precision 
into  smooth  and  powerful  volumes,  and 
usually  encased,  through  a  high  polish,  in  a 
taut,  vibrant  skin,  were  visually  contrasted 
with  the  linear  patternings  of  the  sampot, 
face  and  crown.  The  sculptors  developed  a 
formalistic  art  of  remarkable  purity,  the 
three-dimensional  statues  being  self-con- 
tained, self-sufficient,  and  not  having  to 
rely  on  backgrounds  or  thematic  concerns. 
In  tins  regard  they  come  closer  to  pure 
abstraction  than  most  of  the  styles  in  India 


9.  Standing  Buddha, 

Thailand,  Si  Tep,  Below. 

Petchabun  Province,  10.  Four-armed  Vishnu, 

Mon-Dvaravati  Period,  Cambodia, 


style  of  Si  Tep, 
c.  ninth  century, 
gray  sandstone. 
I  [eight:  86  inches. 


Angkor  Period, 
early  style  of  Pre  Rup, 
c.  940,  polished  sandstone. 
Height :  72  inches. 


1 1 .  Four-armed  Vishnu, 
Cambodia, 
Angkor  Period, 
style  of  Bakheng, 
first  quarter  of 
the  tenth  century, 
polished  sandstone. 
Height:  39  inches. 


Below. 

12.  Seated  Indra, 
Nepal, 

twelfth  century, 
Gilded  bronze,  inlaid 
with  semi-precious  stones. 
Height:  16]  inches. 
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except  perhaps,  the  classic  Gupta  Buddha 
image  of  the  late  fifth  and  early  sixth 
centuries. 

It  is  a  direct  function  of  this  purity  and 
abstract  quality  that  often  makes  these 
images  difficult  to  date.  The  French 
archaeologists,  who  have  laid  the  solid 
foundation  upon  which  all  students  of  this 
area  rely,  have  developed  a  vocabulary  of 
decorative  motifs  and  sampot  variations 
which  in  many  cases  arc  fairly  reliable 
guides  for  the  dating  of  these  statues.  We 
are  provided  with  worlds  of  information 
about  the  conservative  nature  of  Khmer 
sculpture,  of  the  tenth  century  for  example 
when  we  realise  that  it  is  often  most 
reliably  dated  by  way  of  sampot  and  crown. 

The  sculpture  at  hand,  a  highly  refined 
image  of  the  four-armed  Vishnu  (No.  n), 
displays  all  the  usual  ingredients  we  have 
come  to  look  for  in  the  art  of  this  period. 
The  sampot  is  in  almost  pure  Bakhcng  style 
of  the  early  tenth  century,  showing  the 
pleated  'double-anchor'  or  'fishtail'  pen- 
dants in  front,  with  the  outer  one  hanging 
over,  and  lower  than  the  inner  one;  com- 
ing very  close  in  style,  in  terms  of  both 
sampot  and  crown,  to  the  well-known 
image  of  Brahma  in  the  Metropolitan 
Museum.  The  beautiful  silhouette  of  the 
torso  ends  abruptly  at  the  hips,  encased  in  a 
garment  of  unexpected  thickness.  The 
transition  from  the  flowing  contours  of  the 
side  of  the  body  to  the  hard,  thick  upper 
hem  of  the  sampot  is  abrupt. 

Powerful,  yet  elegant,  the  four-armed 
Vishnu  (No.  10)  is  not  far  removed  from 
Bakheng-style  Vishnu  and  Koh  Ker-style 
Shiva.  The  treatment  of  facial  features 
and  the  organisation  of  the  volumes  of  the 
body  are  quite  close,  and  the  need  for 
relying  on  sa)iipot  variations  for  dating  is 
graphically  apparent. 

This  sculpture  in  some  minor  instances 
seems  to  preserve  more  elements  of  Bak- 
heng  style  than  that  of  Koh  Ker  which  is 
chronologically  closer.  This  can  be  ex- 
plained by  considering  the  Pre  Rup  style  as 
slightly  archaistic  -  marking  the  return  of 
the  capital  to  Angkor  in  952  by  Rajendra- 
varman.  It  is  almost  as  if  the  Angkor  artist 
was  unfamiliar  with  the  styles  at  the  short- 
lived capital  of  Jayavarman  iv  at  Koh  Ker. 
This  Vishnu  is  chronologically  transitional 
between  late  Koh  Ker  style  and  the  Pre 
Rup  style,  but  stylistically  transitional 
between  the  Bakhcng  and  fully  developed 
Pre  Rup  styles.  I  would  think  it  dateable  to 


around  940-950,  being  a  superb  example 
ot  the  early  Pre  Rup  style. 

As  the  sole  representative  of  the  impres- 
sive group  of  Nepali  bronzes  in  the  Simon 
Foundation  collection,  we  illustrate  a  fine 
example  of  a  seated  Indra  (No.  12).  Indra, 
Lord  of  the  Gods,  in  one  of  his  original 
aspects,  was  conceived  of  as  'all-seeing', 
having  a  multiplicity  of  eyes  -  usually  one 
thousand.  The  horizontal  'third  eye'  (in 
contrast  to  the  vertical  'third  eye'  of  Shiva) 
serves  as  reference  to  this  aspect.  In  Vedic 
literature,  this  Aryan  deity  occupies  an 
extremely  important  position.  Over  the 
centuries,  however,  His  status  in  the 
Brahmanical  hierarchy  declined  consider- 
ably until,  finally,  in  the  early  Buddhist 
iconography  of  the  Gandhara  region,  He 
was  reduced  to  a  role  of  clear  subservience, 
serving  in  attendance,  or  as  a  kind  of 
'straight  man'  whose  questions  prompt  the 
Buddha  to  expound  upon  problems  of 
Buddhist  doctrine. 

The  same  subordinancc  obtains  for  early 
Hindu  art.  In  this  context  Indra  can  be 
found  usually  tucked  away  in  a  corner, 
sometimes  riding  through  the  heavens  on 
His  vehicle,  the  elephant,  or  present  at 
some  miraculous  event,  but  barely  figur- 
ing as  a  major  participant.  No  great  cults, 
approaching  the  popularity  of  those  built 
around  Buddha,  Shiva  or  Vishnu,  ever 
evolved  around  him.  Fie  was,  however, 
too  important  a  deity  to  discard  totally. 

In  Nepal,  somewhere  around  the  ninth 
or  tenth  centuries,  there  must  have  been  a 
decided  renewal  of  interest  in  this  neg- 
lected deity.  From  around  the  twelfth 
century  onward  we  begin  to  find  quite  a 
few  examples  of  a  very  specific  type  of 
image  similar  to  this  one  -  that  of  Indra 
seated  in  the  relaxed  posture  ot  sukhasana. 
This  one  type  maintains  such  iconographic 
consistency  it  must  preserve  some  import- 
ant cult  image,  probably  of  Indian  origin. 

The  posture  of  sukhasana  in  a  successful 
realisation,  allows  a  scries  of  counter- 
balancing elements  to  develop  an  icono- 
mctrically  taut,  yet  vibrant,  composition. 
The  inherent  emphasis  on  the  angularity  of 
this  posture  is,  on  this  Indra,  carefully 
countered  by  the  long  elegant  flow  of  the 
right  arm  and  hand.  The  forceful  thrust  of 
the  mass  of  the  upper  torso,  pulling  to  its 
left,  is  balanced  by  the  bent  right  leg,  the 
elongated  right  arm,  and  the  trapezium  of 
negative  space  outlined  by  the  underside  of 
the  right  arm,  the  right  hip  and  thigh,  and 


the  tapering  contour  of  the  right  side  of  the 
chest.  In  keeping  with  the  new  emphasis  on 
the  elegant  and  decorative  which  accom- 
panied the  changeover  of  styles  in  Nepal, 
from  the  eleventh  to  twelfth  century, 
Indra's  eyes  and  lips  have  been  horizon- 
tally attenuated,  accentuating  their  sinous 
silhouettes;  the  brows,  in  high  relief,  take 
on  a  wing-like  individualised  existence; 
the  nose  is  prominent  in  profile,  and  the 
contour  of  the  face  has  been  elongated,  the 
broad  forehead  tapering  to  a  smallish  chin. 
Pensive,  with  downcast  eyes,  the  Simon 
Indra  radiates  a  surprising  spiritual  force- 
fulness  often  missing  on  Nepali  sukhasana 
Indras. 

These  are  but  a  few  of  the  Asian  trea- 
sures at  the  Norton  Simon  Museum  of 
Art.  The  visitor  to  Pasadena  will  be  re- 
warded with  many  more. 

Illustrations.  Norton  Simon  Foundation. 
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ITALIAN  PAINTING 

of  the  seventeenth  and  eighteenth  centuries 


Charles  McCorquodale 


Colour. 

a.  Guido  Reni. 
St.  Cecelia,  1606. 


The  Norton  Simon  Foundation  possesses  a 
distinguished  group  of  Italian  paintings  of  the 
seventeenth  and  eighteenth  centuries,  several 
of  which  are  of  outstanding  importance.  Although 
Caravaggio  himself  is  not  represented,  his  impact  on 
young  Bolognese  painters  in  Rome  is  felt  in  two  works 
by  Guido  Reni  and  Guercino  which  must  stand  at  the 
beginning  of  any  chronological  examination  of  the 
collection.  The  succeeding  Cortonesque  style  is  seen 
in  the  set  of  six  cartoons  illustrating  the  story  of  Dido 
and  Aeneas,  by  Cortona's  pupil,  Francesco  Romanelli: 
together  these  constitute  one  of  the  high  points  of 
Roman  Baroque  narrative  decoration.  Baciccio's 
Saint  Joseph  and  the  Infant  Christ,  and  a  Luca  Giordano 
of  the  later  1690s  both  clearly  reveal  the  tendency 
apparent  in  High  Baroque  painting  towards  the  adop- 
tion of  more  predominantly  decorative  pictorial 
values,  a  feature  which  can  be  seen  to  develop  more 
fully  in  Magnasco's  Interior  with  Monks,  also  in  the 
collection.  As  a  school,  the  Venetian  Settecento  is  the 
best  represented,  thereby  giving  a  well-rounded 
impression  of  the  varying  contributions  of  different 
artists  working  within  the  same  ambience:  one  of  the 
finest  vedute  of  Carlevarijs,  a  Canaletto  and  a  Guardi 
are  thus  balanced  by  superb  examples  of  the  work  ot 
Pellegrini,  Trevisani,  Longhi  and  Giambattista 
Tiepolo,  whose  dazzling  Triumph  oj  Virtue  and  Fortitude 
can  be  seen  as  a  turning  point  in  Tiepolo's  career. 

If  the  Tiepolo  is  a  masterpiece  produced  at  the  close 
of  the  Baroque  era,  Guido  Reni's  Saint  Cecelia  (colour 
a)  is  one  of  the  finest  paintings  of  the  style's  inception. 
Not  only  is  it  a  picture  of  exceptional  beauty,  its  bril- 
liant colours  accentuating  the  tactile  values  of  every 
detail,  but  it  also  has  an  impeccable  provenance. 
Having  passed  through  the  hands  of  Cardinal  Scipione 
Borghese  (in  whose  celebrated  collection  it  would  have 
hung  beside  Raphaels  and  Titians)  Lucien  Bonaparte, 
and  Maria  Louise  Josephine,  Queen  of  Etruria,  it 
finally  entered  the  Landsdown  Collection  in  England 
where  it  was  attributed  to  another  pupil  of  the 
Carracci,  Domenichino.  According  to  Reni's  bio- 
grapher, Bellori,1  the  picture  was  painted  for  Cardinal 
Sfondrato  in  1606,  and  may  well  have  formed  part  of 
the  series  devoted  to  the  life  of  Saint  Cecelia  which 
decorated  the  Cardinal's  apartment.  It  was  Cardinal 
Sfondrato  who,  after  the  discovery  of  the  saint's 
remains  in  1599,  devoted  himself  to  the  restitution  of 


her  cult  and  the  organisation  of  the  church  dedicated 
to  her  in  Trastevere:  both  Bellori  and  Malvasia  affirm 
that  it  was  Sfondrato  who  had  ordered  from  Reni  in 
Bologna,  through  the  intermediary  of  the  Bolognese 
legate  Cardinal  Facchenetti,  the  copy  of  the  celebrated 
Saint  Cecelia  by  Raphael  which  then  hung  in  the  church 
of  S.  Giovanni  in  Monte  at  Bologna.  Reni  apparently 
made  several  such  copies  (one  of  which  hangs  in 
S.Luigi  dei  Francesi,  Rome)  and  the  relationship  to  the 
Raphael  of  his  own  rendering  of  the  theme  is  of  parti- 
cular interest.  The  Norton  Simon  picture  shows  Reni 
at  a  crucial  moment  in  his  career.  While  Raphael 
shows  the  saint  static,  withdrawn  and  poetic  despite 
the  presence  of  other  saints,  Reni's  figure  gazes  up- 
wards on  the  verge  of  ecstasy,  her  bow  barely  touch- 
ing the  strings  to  suggest  an  electrically  charged 
intensity  accentuated  by  the  Caravaggcsque  darkness 
from  which  she  emerges  briefly  illuminated  by  light 
from  an  unseen  source  above.  With  her  eyes  (in 
Bellori's  phrase)  all'arnionia,  this  is  among  the  earliest 
examples  of  a  female  type  which  has  rightly  become 
associated  with  Reni,  and  to  which  he  returned 
repeatedly  throughout  his  life,  notably  in  the  late 
Cleopatra  of  163  5-1640,  in  the  Pitti  Palace.  The  out- 
standing quality  of  the  Saint  Cecelia  is  made  even  more 
striking  when  it  is  compared  to  an  almost  contemp- 
orary painting  by  Reni  of  Saint  Catherine  (Barcelona, 
Palacio  Pedralves). 

By  contrast  to  Reni's  idealised  Raphaelcsque  model, 
Guercino's  Cleopatra(No.  1)  of  almost  twenty  years  later 
is  surprisingly  naturalistic,  the  work  of  an  enthusias- 
tic young  artist  already  in  full  command  of  a  technical 
mastery  but  still  uncertain  of  the  artistic  direction 
which  was  to  lead  him  in  1639  to  paint  another  version 
ot  the  subject  (private  collection,  Ferrara)  which  moves 
much  closer  to  the  Classicism  ot  Reni.  On  the  basis  of 
the  picture's  strongly  contrasted  light  and  shade  and 
the  solidity  of  its  forms,  a  date  of  c.  1621  has  been 
suggested,  immediately  preceding  Guercino's  Roman 
visit  of  1621-1623.  A  comparison  with  his  fresco  of 
Aurora  in  the  Casino  Ludovisi,  and  the  Palazzo 
Costaguti  decoration,  seems  to  confirm  this  dating,  and 
indeed  the  broad  handling  of  oil  paint  is  perhaps  more 
that  of  a  painter  thinking  in  terms  of  fresco  technique : 
the  natural  outcome  of  this  combination  was  to  be  the 
large  S.  Crisogono  canvas  now  on  a  ceiling  at  Lancaster 
House  in  London,  to  which  this  painting  looks  for- 
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ward,  and  which  was  painted  in  die  middle  of  1622. 

As  in  the  case  of  the  Guercino,  which  was  unknown 
until  the  Guercino  exhibition  in  Bologna  in  1968,  the*, 
six  cartoons  for  a  series  of  eight  tapestries  with  the 
story  o(Dido  and  Aeneas  (No.  2)  by  Giovanni  Francesco 
Romanelli  had  never  been  seen  outside  Hinton  House 
in  Somerset  until  they  were  auctioned  at  Sotheby's 
in  1969.2  Romanelli,  too,  was  linked  with  the  Bol- 
ognese  School,  having  studied  first  with  Domenichino 
before  being  given  control  in  the  1630s  of  tapestry 
design  for  the  recently  founded  Barberini  tapestry 
manufactory :  it  was  here  as  well  as  in  the  ceiling  of  the 
Barberini  Palace's  Gran'  Salone  that  Romanelli  came 
into  contact  with  Pietro  da  Cortona,  who  exerted 
such  a  fundamental  influence  on  his  style.  Through  the 
close  ties  which  the  Barberini  family  maintained  with 
France,  Romanelli  twice  visited  Paris,  in  1646-1648 
and  again  in  1655  when  he  worked  for  Louis  xrv  on 
the  decoration  of  Anne  of  Austria's  apartments  in  the 
Louvre.  Through  the  series'  relationship  with  Pietro  da 
Cortona's  Venus  appearing  to  Aeneas  (Louvre)  dated  by 
Briganti  to  1630-1635  and  copied  by  Romanelli  in 
modified  form  (ex  Busiri-Vici  Collection),  together 
with  similarities  between  the  tapestry  borders  and 
other  Cortona/Romanelli  works  of  the  1630s,  the 
series'  dependence  on  Cortonesque  prototypes  is  made 
even  clearer.  The  immense  popularity  of  the  series 
when  woven  as  tapestries  is  attested  to  by  the  exist- 
ence of  six  complete  sets  together  with  other  incom- 
plete ones,  all  of  winch  were  woven  in  the  Antwerp 
studios  of  Michel  Wauters.  At  some  stage,  Wauters 


1.  Giovanni 
Francesco  Barbieri 
called  II  Guercino. 
Suicide  of  Cleopatra, 
48  X  34  inches. 

Right. 

2.  Giovanni 
Francesco 
Romanelli. 
Di'</i>  and  Aeneas  in  a 
Storm,  one  of  a  series, 
gouache  on  paper 
laid  on  linen, 

109  X  138  inches. 
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must  have  worked  in  the  Roman  manufactory  of  the 
Barberini  (where  he  may  have  made  one  of  the  sets), 
and  presumably  took  the  cartoons  back  to  Antwerp 
with  him.  From  there,  they  may  have  gone  to  England 
after  the  closure  of  the  Wauters  studio  at  the  end  ot  the 
seventeenth  century,  and  were  mounted  on  linen  to 
ensure  their  preservation  as  paintings  as  in  the 
manner  of  the  Raphael  cartoons  which  were  mounted 
on  canvas  at  much  the  same  time.  Mysterious 
though  the  commission  remains,  it  is  tempting  to 
accept  Mrs.  Rubenstein's  suggestion  that  it  came  from 
Louis  xiv  himself,  who,  like  Aeneas  had  to  abandon 
his  Dido  (Marie  de  Mancini)  at  the  command  of  Juno 
(Anne  of  Austria)  and  Jupiter  (Cardinal  Mazarin)  'to 
pursue  his  glorious  destiny'.  On  grounds  of  their 
immense  scale  alone  (the  largest,  Dido's  Banquet,  mea- 
sures about  nine  by  nineteen  feet)  a  French  Royal 
commission  might  seem  more  probable  than  a  Bar- 
berini one,3  and  the  date  of  Louis  xiv's  accession,  1640, 
could  support  the  granting  of  the  commission  during 
Romanclli's  first  Paris  visit:  if  this  were  the  case,  the 
King's  continuing  patronage  of  Romanelli  would  also 
be  more  understandable. 

Despite  the  inevitable  deterioration  of  paintings  in 
such  a  medium,  the  colour  still  retains  much  of  the 
warmth  which  its  background  of  a  golden  umber 
gouache  gives  it.  Drawn  in  first  in  black  chalk  followed 
with  loosely  handled  drawing  in  raw  umber  wash,  the 
formal  structure  of  the  scenes  is  admirably  conceived 
and  executed  both  in  terms  of  the  dramatic  narrative 
illustrated  and  in  terms  of  the  necessarily  simplified 
outlines,  aerial  perspective  and  linear  depth  called  for 
in  tapestry  cartoons.  Romanclli's  progress  from  his 
preparatory  drawings  (such  as  those  in  the  British 
Museum  and  the  Witt  Collection  illustrated  by  Mrs. 
Rubenstein)  to  the  sweeping  excitement  of  the  cartoons 
reveals  the  closest  identification  on  his  part  with  the 
content  of  the  story,  and  an  ability  to  differentiate 
between  diverse  moods. 

The  importance  played  in  the  Romanelli  by  elabo- 
rate drapery  enveloping  large-scale  figures  finds  its 
direct  continuation  in  the  painting  of  Giovanni 
Battista  Gaulli,  II  Baciccio  (1639-1709),  who  in  the 
1650s  left  Genoa  to  enter  the  studio  of  Bernini  in 
Rome.  A  visit  to  Parma  in  1669  to  study  the  frescoes 
of  Correggio  consolidated  his  natural  talent  as  a  fresco 
painter  profoundly  influenced  by  Bernini's  dynamic 
and  plastic  conception  of  mass.  Between  1 676-1 679, 
Baciccio  created  what  is  perhaps  Rome's  most  visually 
successful  illusionist  vault  fresco,  The  Adoration  of  the 
Name  of  Jesus  in  the  church  of  the  Gesu.  His  St. 
Joseph  and  the  Infant  Christ  (No.  3),  with  its  warm  and 
deeply  saturated  colours  dates  from  this  most  active 
period  of  his  life,  and  is  particularly  close  to  the  im- 
mense pendentive  figures  beneath  the  Gesu's  cupola, 
and  to  Christ  in  the  House  of  Simon  of  1680-1685 
at  Burghley  House.  All  share  the  same  full-blown 
quality    with    flickering    light    effects.  Enggass4 


has  proposed  that  this  painting  is  a  developed  modello 
(as  distinct  from  the  initial  modello  or  colour  sketch 
in  which  he  would  have  explored  his  first  ideas 
on  the  final  painted  appearance  of  the  picture  after  the 
drawing  stage)  for  an  altarpiece  in  the  Chapel  of  Luca 
Capocaccia  in  the  church  of  S.  Maria  delta  Vittoria  in 
Rome.  The  painting  itself  was  never  executed,  but 
Soprani  and  Ratti  in  their  Vite  de'  Pittori  of  1769  speci- 
fically mention  the  modello  without  giving  its  subject: 
since  the  chapel  was  dedicated  to  St.  Joseph,  there 
seems  little  doubt  that  this  was  the  painting  in  question. 

Luca  Giordano,  whose  continuous  peregrinations 
took  him  not  only  over  the  entire  Italian  peninsula  but 
also  to  Spain,  and  whose  notorious  rapidity  of  execu- 
tion has  led  to  the  undervaluing  of  his  work  (which  can 
be  disturbingly  facile)  -  is  well  represented  by  a  large 
Birth  of  the  Virgin  (No.  4)  of  somewhat  unusual 
format.  Ferrari,  when  he  published  the  preparatory 
drawing  for  this  picture5  was  unaware  of  the  existence 
of  the  oil  and  wrote,  'the  very  nature  of  Giordano's 
artistic  procedure  would  deny,  as  a  rule,  a  precise 
connection  between  drawings  and  paintings',  a  connec- 
tion which,  however,  in  this  particular  case,  makes 
both  works  of  art  doubly  interesting.  The  drawing 
shows  almost  exactly  the  same  grouping  of  figures, 


3.  Giovanni 
Battista  Gaulli 
called  II  Baciccio. 
St.  Joseph  and 
the  Infant  Christ, 
50  X  38  inches. 
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4.  Luca  Giordano. 
The  Birth  of  the  Virgin, 
40  X  102  inches. 


but,  most  significantly,  lacks  the  cluster  of  floating 
putti  on  the  right  and  the  striking  central  flood  of  light, 
both  of  which  give  the  painting  its  fully  Baroque 
impact  and  indicate  to  the  extent  which  Giordano 
thought  with  the  brush.  If  the  painting  does  date  from 
c.  1696-1698,  it  was  executed  during  the  ten  years 
which  Giordano  spent  in  Spain  at  the  invitation  of 
King  Charles  n,  when  he  painted  frescoes  for  the 
Escorial,  Buen  Retoro  and  Toledo  Cathedral  as  well 
as  many  canvases  of  all  kinds. 

On  his  way  home  to  Naples  from  Spain  in  1703, 
Giordano  stopped  in  Livorno  as  the  guest  of  the 
Medici  court,  and  might  well  have  met  there  the 
Genoese  painter  Alcssandro  Magnasco,  who,  like 
Giordano,  worked  for  the  Medici,  although  Magn- 
asco's  Florentine  patrons  were  above  all  the  Gerini 
family.  Magnasco  also  worked  for  the  Grand  Prince 


Ferdinando  dc'  Medici,  and  while  in  Florence  must 
have  come  under  the  influence  of  the  prints  of 
Callot  with  their  capricious  and  often  nightmarish 
happenings,  as  well  as  seeing  the  paintings  of  Sebasti- 
ano  Ricci  and  Giuseppe  Maria  Crespi  who  were  in  the 
city  at  the  same  time.  In  1710-1711,  Magnasco  re- 
turned to  Lombardy  and  turned  almost  exclusively  to 
genre  subjects,  abandoning  more  bizarre  themes  such 
as  the  Interior  with  Monks  in  the  Foundation's  collection 
(No.  5)  which  had  found  favour  in  the  unique  atmos- 
phere of  Medici  Florence.  Orlandi,  in  his  'Abecedario 
pittorico'  of  1719,  remarks  on  Magnasco  as  being  part- 
icularly 'mirabile  in  piccolc  figure',  a  phrase  borne  out 
by  the  feverish  activity  of  this  scene. 

Not  dissimilar  in  many  ways  to  the  Magnasco  is 
Giovanni  Antonio  Pellegrini's  Christ  on  the  Hill  at 
Calvary  (No.  6),  although  the  infusion  of  a  certain 


Left. 

5.  Alessandro 
Magnasco. 
Interior  with  Monks, 
37  X  52  J  inches. 


Colour. 

b.  Francesco 

(called  Romano) 

Trevisani. 

Appeles  painting 

Campaspe, 

28  J  X  23  inches. 
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6.  Antonio 
Pellegrini. 
Christ  on  the  Hill 
at  Calvary, 
32j  X  46J  inches. 


light-heartedness  on  the  approach  to  even  a  profound 
religious  theme  heralds  the  arrival  of  the  full  Venetian 
Rococo  style.  Pellegrini  was  born  in  Venice  and  came 
under  the  joint  influences  of  Giordano  and  Sebastiano 
Ricci,  both  of  whose  extensive  travelling  he  outdid  with 
journeys  to  Germany  (1713-1714),  the  Low  Countries 
(1716-1718),  England  (1708  and  1719)  and  France 
(1720).  The  Norton  Simon  bozzetto,  in  grey  and  white 
on  a  crimson  ground,  dates  from  the  period  around 
the  second  English  visit,  and  is  close  in  style  to  the 
bozzetti  for  the  series  devoted  to  the  marriage  celebra- 
tions of  Johann  Wilhelm  von  der  Pfalz  executed  in 
1713-1714  for  the  Castle  of  Bensberg  near  Cologne 
(now  Schleissheim,  Schloss).  This  bozzetto,  however, 
has  an  increased  looseness  in  the  treatment  of  outlines 
and  the  beginnings  of  the  spatial  ambiguity  which 
characterises  the  figure  style  of  the  Guardi  family. 

The  Seicento  throughout  Italy,  from  Genoa  to 
Bologna  and  from  Rome  to  Naples,  is  well  represented 
in  the  Foundation's  collection;  the  Settecento  pictures 
are  confined  to  examples  from  Rome  and  the  Vcneto. 
No  Roman  works  of  Maratta,  Batoni  or  Mengs  are 
included,  but  the  Venetian  group  compensates  for  this. 
Each  of  the  three  paintings  representing  the  Venetian 
vedutisti  is  particularly  fine,  especially  Luca  Carlevarijs' 
An  extensive  view  oj  the  Molo,  Venice,  looking  towards 
the  Riva  degli  Schiavoni  (No.  7)  from  the  very  last 


years  of  the  artist's  life.  If  Canaletto  can  be  disappoint- 
ingly repetitious  or  mechanical,  Carlevarijs  is  rarely 
less  than  inventive,  and  often  uses  rich  effects  of  brush- 
work  and  colour  along  with  brilliantly  observed  genre 
detail  as  in  the  figures  who  throng  the  quay  here.  This 
canvas  formed  part  of  a  series  of  four,  the  others  show- 
ing The  Molo  with  the  Doge's  Palace,  Piazza  San 
Marco  and  The  Bacino  San  Marco.  Bought  by  Chris- 
topher Crowe,  the  British  Consul  at  Genoa  from 
1720-1730,  direct  from  Carlevarijs  at  Livorno,  the  set 
hung  at  Kiplin  Hall  -  which  Crowe  had  bought  in 
1722  -  until  very  recently.  A  tradition  has  it  that 
Crowe  himself  appears  at  the  extreme  left  of  the  San 
Marco  picture.  In  the  richness  of  perspectives  and  the 
contraluce  effects  which  cleverly  place  the  foreground 
column  in  shadow,  thereby  accentuating  the  felicitous 
play  of  light  beyond,  Carlevarijs  created  one  of  his 
masterpieces,  and  in  some  ways  prefigured  the  aims  of 
Romantic  artists  in  Venice.  After  the  carefully  observed 
bustle  of  activity  in  the  Carlevarijs,  the  tight,  sparse 
little  groups  in  Canaletto's  The  Piaz:ctta  looking  North 
(colour  c)  seem  to  move  with  the  schematic  jerks  of 
mechanical  figurines  on  a  magnetised  chequerboard. 
Canaletto  had  already  explored  the  view  from  a 
different  angle  in  the  Windsor  picture  of  the  later 
1720s,  and  painted  more  or  less  exactly  the  same  scene 
in  the  early  1730s  showing  only  fourteen  bays  of  the 
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7.  Luca 
Carlevarijs. 
An  extensive  view 
ofthe  Molo,  Venice, 
looking  towards  the 
Riva  degli  Schiavone, 
33  J  X  64^  inches. 


Sansovino  Library  and  with  other  minor  variations  in 
the  figures  (Woburn  Abbey,  Bedford  Collection).  The 
present  picture  is  one  of  three  almost  identical  versions 
of  the  Bedford  painting  which  Canaletto  made  in  the 
period  immediately  following  1730.  Francesco  Guardi's 
View  of  Santa  Maria  della  Salute  with  the  Dogana  di  Mare 
completes  the  trio  of  Venetian  views. 

Pietro  Longhi  and  Giambattista  Tiepolo  represent 
two  utterly  different  aspects  of  Venetian  eighteenth- 
century  life,  Longhi  depicting  with  an  often  penetrat- 
ing ingenuousness  the  mores  of  the  city's  human  acti- 
vity at  all  levels,  Tiepolo  abstracting  aristocratic  ideals 
and  aspirations  into  ethereal  visions  of  floating,  de- 
personalised deities  whether  pagan  or  Christian. 
Possibly  painted  for  the  Gambardi  family,  Longhi's 
Artist  sketching  an  Elegant  Company  (No.  8)  formed  part 
of  a  scries  of  four  pictures  showing  A  Concert,  A 
Family  Conversation,  and  Card  Players.  These  initiate 
the  series  of  conversation  pieces  of  the  1760s  which 
rank  among  the  painter's  most  spirited  and  psycho- 
logically penetrating  works.  Longhi  stands  at  the  left 
of  this  painting,  sketching  the  assembly,  and  his 
appearance  (in  relation  to  Alessandro  Longhi's  portrait 
of  him  in  1 76 1  and  another  by  an  unknown  painter  of 
1766)  allows  of  a  dating  around  1760.  Tonally,  the 
painting  has  the  paleness  of  a  pastel,  further  drawing 
attention  to  the  upright  lady  wTho  is  already  the  focus 
of  the  composition  and  whose  identity,  despite  her 
being  the  centre  of  obviously  ardent  male  devotion,  is 
unfortunately  unknown.  Longhi's  iconography  remains 
to  be  carefully  studied,  but  it  would  appear  that  there 
is  some  comment  implied  in  the  placing  of  pictures  such 
as  that  above  the  central  group  here  (the  subject  seems 
to  be  Medusa!). 


Tiepolo's  The  Triumph  of  Virtue  and  Fortitude  would 
form  a  fitting  conclusion  to  any  survey  of  Italian 
eighteenth-century  painting  (colour  d).  Engraved  by 
Giandomenico  Tiepolo  in  an  oval  format  the  canvas 
comes  from  a  ceiling  at  the  Palazzo  Manin  at  Canna- 
regio,  and  dates  from  the  1740s,  that  is,  immediately 
before  Tiepolo's  work  in  the  Residenz  at  Wurzburg 
and  contemporary  with  several  of  his  most  important 
fresco  decorations  in  Venice.  At  this  time,  Tiepolo 
came  into  contact  with  Count  Francesco  Algarotti, 
perhaps  the  key  figure  in  the  flowering  of  Classical 
ideas  in  the  midst  of  the  Rococo.  Although  Tiepolo 
never  conceded  to  Neo-classicism  in  any  sense,  the 
paintings  of  this  decade,  such  as  those  of  Anthony  and 
Cleopatra  in  the  Palazzo  Labia,  the  National  Gallery  of 
Scotland's  Finding  of  Moses  and  the  frescoes  of  1744- 
1745  in  the  Palazzo  Barbarigo  in  Venice  all  show  a 
strong  interest  in  Classical  detail  and  greater  pictorial 
clarity:  when  combined  with  the  penetrating  port- 
raiture of  the  two  great  likenesses  painted  by  Tiepolo 
at  this  time  -  Antonio  Riccobono  and  The  Procuratore, 
the  result  was  an  intensity  such  as  is  found  in  the  faces 
of  the  Foundation's  allegory.  Tiepolo's  symbolic  use  of 
alternating  sombre  and  brilliant  patches  of  colour  -  the 
forces  of  good  in  "jittering  white  and  gold  with  clear 
reds  and  pink  contrasting  sharply  with  the  falling 
figure  of  Vice's  dense  blues  and  reds  -  was  later  to 
find  a  grander  echo  in  the  staircase  frescoes  at  Wurz- 
burg. The  composition  also  recalls  the  destroyed 
Transportation  of  the  Holy  House  of  Loreto  for  the  Chiesa 
degli  Scalzi  in  Venice  of  1742. 

The  Roman  postscript  consists  of  two  pictures,  a 
Pannini  and  a  Francesco  Trcvisani.  Pannini's  Interior 
of  St.  Peter's  of  1735  (No.  9),  as  Michael  Levey  has 
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Above. 

9.  Giovanni  Paolo 
Pannini. 

Interior  of  St.  Peter's, 
69J  X  87J  inches. 


8.  PlETRO  LONGHI. 

Artist  sketching  an 
Elegant  Company, 
24i  X  19  J  inches. 


pointed  out,6  derives,  with  other  variants,  from 
Cardinal  Polignac  visiting  the  Basilica  of  St.  Peter's  of 
which  the  Louvre  picture  (signed  and  dated  1730)  is 
our  only  record.  The  Norton  Simon  painting  is  mid- 
way in  style  between  the  moderately  rich  Louvre 
version  and  the  lusciously  painted  Landesgalcrie, 
Hanover,  one.  Unique  however  is  Trevisani's  Appeles 
painting  Campaspe  of  1720  (colour  b),  a  small  scale 
work  of  considerable  charm  which  immediately  makes 
clear  Trevisani's  position  as  the  favourite  artist  of 
Cardinal  Pictro  Ottobani  in  Rome.  Despite  Carlo 
Maratta's  dominance  until  171 5,  Trevisani  created  for 
himself  a  reputation  on  a  European  scale  after  coming 
to  Rome  from  Venice  in  the  late  1670s,  and  notwith- 
standing his  success,  retained  a  high  degree  of  artistic 
integrity.  Although  profoundly  influenced  in  Rome 
by  Caravaggio,  Lanfranco  and  even  Giacinto  Brandi, 
it  was  to  the  blond-toned  world  of  Veronese's  art  that 
Trevisani  turned  in  this  painting;  Appelles  is  painting 
Campaspe  as  Diana.  Without  any  hint  of  the  academic 
or  rhetorical,  he  captures  a  scene  ambiguous  in  its 
combination  of  the  erotic,  the  grandiose  and  an  almost 
genre-like  intimacy  with  a  delicate  and  lively  use  of 
the  brush,  achieving  a  momentary  equilibrium  be- 
tween the  drama  of  the  Baroque  and  the  civilised 
piquancy  of  the  nascent  Rococo. 


NOTES 

1.  G.  P.  Bellori,  'Le  Vite  incditi  di  G.  P.  Bcllori',  1672  ed. 
M.  Piacenti,  Rome,  1942,  p.  12. 

2.  For  the  information  of  the  Romanclli  cartoons,  I  am  wholly 
indebted  to  Ruth  Rubenstein's  'Giovanni  Francesco 
Romanclli's  Dido  and  Aeneas  Tapestry  Cartoons'  published 
by  the  Norton  Simon  Foundation,  which  includes  a  general 
bibliography,  a  complete  list  of  known  sets  of  the  tapestries 
and  an  excellent  selected  bibliography.  I  am  also  grateful  to 
Mrs.  Rubenstein  for  the  suggestions  which  she  made  to  me 
in  conversation  about  the  series. 

3.  It  is  difficult  to  imagine  any  room  in  the  Barberini  Palace 
apart  from  the  Gran'  Salone  sufficiently  large  to  accommodate 
the  scries,  and  the  iconography  of  the  tapestries  would  seem 
to  find  no  parallels  in  that  of  the  ceiling  by  Cortona  there. 

It  might  however  be  tentatively  suggested  that  there  is  some 
possible  connection  between  the  series  and  Comma's  ceiling 
fresco  showing  the  Deeds  of  Aeneas  in  the  Pamphili  Palace 
in  Piazza  Navona  (1651-1654). 

4.  R.  Enggass,  'The  Painting  of  Baciccio',  1964,  p.  173. 

5.  O.  Ferrari,  'Drawings  by  Luca  Giordano  in  the 
British  Museum'.  The  Burlington  Magazine,  June,  1966, 
(Vol.  cvni,  No.  759),  pp.  298-307. 

6.  The  Burlington  Magazine,  xcix,  1957,  pp.  53-54. 

Illustrations.  No.  6:  Norton  Simon  Inc.  Foundation; 
all  others:  Norton  Simon  Foundation. 
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REMBRANDT'S 
PORTRAIT  OF  A  BOY' 

Christopher  Brown 


Rembrandt's  Portrait  of  a  Boy  (colour)  from  the 
collection  of  the  Norton  Simon  Foundation  of 
Los  Angeles,  California,  was  generously  lent 
to  the  National  Gallery  for  six  months  during  the 
winter  of  1974/5.  The  National  Gallery's  own  out- 
standing collection  of  Rembrandt's  paintings  does  not 
include  any  of  the  artist's  studies  of  childhood;  and, 
indeed,  few  of  the  portraits  of  adults  possess  the  fresh- 
ness and  vivacity  of  this  boy.  The  painting  was  a  parti- 
cularly welcome  visitor  as  it  had  been  in  England  for 
many  years,  passing  in  1915  from  the  Earl  Spencer  at 
Althorp  to  the  Cook  collection  at  Doughty  House, 
Richmond.  At  Christie's  in  1965  it  was  sold  for  a 
record  British  saleroom  price  of  seven  hundred  and 
sixty  thousand  guineas  and  subsequently  exported 
when  no  public  collection  in  this  country  was  able  to 
raise  sufficient  funds  to  buy  it. 

The  painting's  stay  at  Trafalgar  Square  provided  the 
opportunity  to  study  it  in  detail,  and  consequently, 
provoked  questions  about  a  number  of  often  repeated 
opinions  concerning  the  history,  identification  and 
dating  of  the  portrait.  There  is  a  good  deal  of  confusion 
about  the  provenance  of  the  picture.  It  is  included  in 
the  Addenda  of  volume  three  ot  the  catalogue  ot  the 
Cook  collection  at  Doughty  House,  published  in  191 5. 
In  his  entry  for  the  picture  Brockwcll  writes  that  the 
picture  is  first  mentioned  in  the  Spencer  family  in  the 
'Acdcs  Althorpiimae'.  This  entry,  however,  reads: 
'Portrait  of  a  Young  Man,  in  a  green  robe,  by 
Rembrandt'.  This  painting  which  is  clearly  not  the 
Portrait  of  a  Boy  was  bought  by  the  Hon.  John  Spencer, 
Sarah,  Duchess  of  Marlborough's  heir,  and  was  No. 
395  of  a  list  ot  pictures  at  Althorp  made  by  George 
Knapton  in  1746.  The  Portrait  of  a  Boy  is  not  in  the  1823 
Althorp  catalogue  nor  in  the  'Aedcs  Althorpianae' ,  but 
it  had  arrived  before  1834  as  it  is  in  that  catalogue  as 
'William  in  by  Rembrandt'.  I  wrote  to  the  late  Earl 
Spencer  asking  whether  he  could  throw  any  light  on 
the  arrival  of  the  picture  at  Althorp,  and  he  most 
kindly  sent  me  the  transcription  of  an  unpublished 
memorandum  written  by  Lady  Sarah  Spencer  (1838- 
1919),  dated  St.  Michael's  Day,  1878.  This  memoran- 
dum is  such  a  charming  mixture  of  fact  and  fantasy 
that  it  deserves  to  be  quoted  in  full:1 

Colour. 

Rembrandt  Harmensz.  van  Rijn. 

Portrait  of  a  Boy. 

Norton  Simon  Foundation. 


Mr.  Simpkinson2  told  us  the  following  story  about  the 
small  Rembrandt  [no:  129]  of  William  111  at  Althorp. 
Air.  Barker,  father  of  George  Barker,  the  picture  cleaner, 
who  was  often  employed  at  A :  told  it  of  himself.  He,  the 
elder  Barker,  went  into  Holland  intending  to  go  to  the 
Hague  to  see  pictures  there.  He  got  within  a  jew  miles  of 
the  Hague  and  there  missed  his  way.  Observing  a  farm 
house,  he  called  to  enquire  his  way:  they  began  to  direct  him 
but  ended  up  by  saying  'the  way  is  difficult,  you  may  lose  it; 
it  is  late;  stay  here  for  the  night;  we  will  gladly  put  you 
tip'.  He  consented  and  was  given  a  room  jor  the  night;  here 
he  observed  a  picture  he  greatly  admired  and  coming  down 
stairs  next  day,  he  mentioned  it  to  his  hosts  with  admiration. 
They  said,  'Do  you  admire  it,  pray  take  it'.  They  insisted 
in  giving  it  to  him,  he  could  only  persuade  them  to  take  a 
few  francs  for  the  frame  and  they  put  him  on  his  way. 

He  reached  the  Hague  and  went  into  a  public  garden 
there  with  his  precious  picture  which  he  could  not  resist 
contemplating  and  cleaning  with  a  rub  from  a  silk 
handkerchief.  While  sittitig  under  a  tree  so  occupied,  a  man 
rode  up  and  observing  the  picture,  stopped  and  said:  'What 
have  you  there?'  Mr.  B:  showed  the  picture  and  the  gent : 
admired  it  and  asked  about  it.  Mr.  B:  said  he  had just 
bought  it.  The  gent:  said:  'I  should  like  to  buy  it,  it  is  one 
(>/  my  ancestors'.  'Oh,  no',  said  Air.  B  :  'I  cannot  part  with 
it'.  'Ah  well  then  I  must  leave  you' ,  said  the  gent:  and 
rode  on.  There  was  a  croivd  about  and  they  said  'Do  you 
know  who  that  was?'  'No'  'It  was  the  king'. 

Mr.  B:  then  took  his  treasure  to  a  picture  dealer  and 
together  they  rubbed  it  clean  and  discovered  Rembrandt's 
signature  on  it?  Air.  B:  brought  it  to  England,  told  his 
story  to  Laviuia,  Lady  Spencer  who  begged  them  to  show 
it  to  them ;  he  did  so  and  she  said:  'Air.  Barker  this  picture 
cannot  leave  the  house  again!  It  shall  not!'  In  vain  Air.  B: 
remonstrated,  a  price  was  offered  and  he  felt  obliged  to 
accept  it  and  the  picture  is  at  Althorp  to  this  day. 

Mr.  Barker's  imagination  was  indeed  tortile,  but  the 
bare  bones  of  the  story  remain.  The  portrait  was 
bought  in  Holland  by  Mr.  Barker,  and  purchased  from 
him  by  the  Earl  Spencer  in  about  1830.  The  identifica- 
tion of  the  portrait,  as  Prince  William  of  Orange  (later 
William  m  of  England)  used  throughout  the  nine- 
teenth century,  is  not  historically  impossible,  but  is 
extremely  unlikely.  Rembrandt's  contacts  with  the 
House  of  Orange  were  confined  to  the  early  years  of 
his  career,  and  he  would  hardly  have  been  the  choice 
for  a  portrait  of  the  young  Prince.  Besides,  the  portrait 
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1.  Johannes  van  Noordt. 
Boy  with  Hawk. 

The  Wallace  Collection,  London. 

2.  Rembrandt  1  Iarmensz.  van  Rijn. 
Young  Man  in  a  Beret. 

The  Wallace  Collection,  London. 


bears  no  resemblance  to  others  of  the  young  William 
in.  This  identification,  does,  however,  take  account  of 
the  portrait's  formal  composition,  the  rich  drest 
(particularly  the  felt  hat  with  its  burst  of  red  and 
orange  feathers,  and  the  cross-strap)  and  the  sketched- 
in  animal  or  bird  on  the  boy's  left  arm.  There  is  a  well- 
known  tradition  for  the  depiction  of  royal  and  aristo- 
cratic children  in  this  format,  a  tradition  which 
includes  Holbein's  Edward  vr,  Washington.  Two 
examples  by  an  artist  associated  with  the  circle  of 
Rembrandt  are  the  pair  of  pictures,  both  entitled  Boy 
with  Hawk  in  the  Wallace  Collection  by  Johannes  van 
Noordt.  One  (No.  i)  is  particularly  close  in  composition 
to  the  Rembrandt  Boy,  although  this  dramatic  portrait 
is  set  against  storm  clouds,  while  the  background  of  the 
Rembrandt  is  a  plain  brown,  suggesting  a  darkened 
interior.  The  Rembrandt  Portrait  of  a  Boy,  however, 
possesses  a  degree  of  tenderness  and  intimacy  that  runs 
counter  to  the  idea  of  its  being  a  state  portrait,  or  even 
a  formal  portrait  at  all.  This  sense  of  die  close  relation- 
ship between  artist  and  sitter  has  suggested  that  the  boy 
is  Titus,  Rembrandt's  son,  born  in  1641,  the  only  sur- 
viving child  of  his  marriage  to  Saskia  van  Uylenborch. 

There  has  been  a  great  deal  of  discussion  about  the 
identification  of  Titus  in  portraits  of  boys  and  young 
men  by  Rembrandt.  A  consensus  seems  to  have  been 
reached  that  the  Portrait  of  a  Young  Man  at  a  Desk  in 
Rotterdam,  the  Portrait  of  a  Young  Man  Reading  in 
Vienna,  the  Young  Man  in  a  Beret  in  the  Wallace  Col- 
lection, London  (No.  2)  and  the  pallid  young  man  in 
the  Louvre  all  represent  Rembrandt's  son.4  He  was  also 
the  model  for  the  angel  in  the  Saint  Matthew  in  the 
Louvre.  Two  of  these  pictures  are  dated,  the  Rotter- 
dam picture  1655  and  the  Louvre  Saint  Matthew  1661. 
It  is  generally  accepted  that  the  Louvre  Portrait  of 
Titus  was  painted  in  about  1662,  and  shows  the  pale 
and  sickly  Titus  at  the  age  of  twenty-one.  There  is  also 
a  portrait  etching  (Bartsch  11)  winch  has  close  similari- 
ties with  the  Rotterdam  picture  and  is  dated  about 
1656. 

The  organisers  of  the  Rembrandt  exhibition  in 
Amsterdam  in  1969  rejected  the  identification  of  the 
Norton  Simon  portrait  as  Titus  on  the  grounds  of  date. 
The  catalogue  reads:  'If  the  child  in  this  portrait  -  five, 
or  at  the  most,  six,  years  old  -  is  supposed  to  be  Titus, 
the  portrait  would  have  to  be  painted  in  1646  or  1647, 
and  this  would  not  correspond  with  the  dating,  which 
cannot  be  made  as  early  as  that.  The  generous  brush- 
stroke and  the  colouring  belong  to  a  much  later  period'. 
The  authors  then  proceed  to  quote  the  opinions  of 
Bauch  who  dates  the  picture  around  i653/4andGerson 
who  dates  it  1654/5, 5  'but',  the  authors  continue,  'these 
datings  too  are  not  satisfying.  At  the  child's  left 
shoulder  Rembrandt  has,  in  a  vague  manner  most  un- 
characteristic for  him6  -  placed  a  toy  or  other  object'. 
They  then  suggest  the  curious  idea  that  'the  toy  or 
other  object  .  .  .  resembles  a  monkey  more  than  any- 
thing else'. 
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What  the  authors  of  the  Amsterdam  exhibition 
catalogue  fail  to  mention  (an  oversight  they  share  with 
most  modem  discussions  of  the  picture)  is  that  the 
portrait  is  quite  clearly  unfinished,  a  consideration 
which  certainly  accounts  for  much  of  the  apparent 
freedom  in  the  handling.  The  broad  strokes  in  the  arm 
and  body  show  the  artist  simply  blocking-in  the 
design.  This  accounts  for  the  'vague'  manner  in  which 
the  bird  or  animal  on  the  boy's  arm  is  depicted.  The 
only  part  of  the  picture  which  is  finished  is  the  face, 
and  if  we  look  carefully  at  this  area  it  displays  a  style 
suggesting  a  date  in  the  late  1640s.  The  face  is  tightly 
painted  and  the  features  are  elaborately  modelled  with 
sensitive  highlights :  handling  is  comparable  in  detail  to, 
tor  example,  the  Young  Girl  leaning  on  a  window-sill 
(No.  3)  at  Dulwich,  which  is  dated  1645. 

The  precise  identification  of  the  sitter  must  remain 
speculative  but  the  dating  of  the  picture  to  the  late 
1640s  makes  Titus  a  possible  candidate.  A  comparison 
of  the  child's  features  with  those  of  the  fourteen-year- 
old  Titus  in  the  Rotterdam  picture  (where  he  looks  a 
good  deal  younger  than  his  actual  age)  and  in  the 
roughly  contemporary  etching  strengthens  this  possi- 
bility. The  jaw  with  its  prominent  chin,  the  deep-set 
eyes,  small  mouth,  button  nose  and  curly  ringed  hair 
are  characteristics  shared  by  both  portraits.  The  picture 
-  begun  and  then  left  unfinished  in  the  late  1640s  -  may 
be  Rembrandt's  earliest  portrait  of  his  son,  decked  out 
in  aristocratic  props  from  his  father's  studio. 


NOTES 

1.  I  am  grateful  to  his  son,  the  Earl  Spencer,  for  permission 
to  publish  it. 

2.  The  Rev.  John  Nassau  Simpkinson,  a  master  at  Harrow 
School,  was  presented  to  the  living  of  Brington, 
Northampton  and  North  Creake,  Norfolk  by  the 
fifth  Earl  Spencer. 

3.  There  is  no  trace  of  a  signature  on  the  picture,  nor  has  one 
ever  been  mentioned  in  any  other  descriptions  of  the  picture. 

4.  Other  recent  candidates  have  been : 

Bredius  121  (New  York,  Metropolitan  Museum). 

Though  accepted  by  Bauch,  Gerson  is  surely  correct  in 
thinking  this  portrait  to  be  a  recent  imitation. 

Portrait  of  a  Young  Man  (Hartford,  Conn.,  Wadsworth 
Atheneum). 

Published  by  Valentiner  in  Art  Quarterly  (1955). 
Bauch  413.  The  picture  is  not  discussed  by  Gerson,  and 

is  not  by  Rembrandt. 
Bredius  124  (Baltimore,  Museum  of  Fine  Arts). 
Bauch  430.  In  the  proceedings  of  the  Chicago  symposium, 

'Rembrandt  after  300  years',  1969,  Gerson  attributes  the 

picture  to  Maes. 
Bredius  125  (Detroit,  Fisher  Collection). 

Neither  Bauch  nor  Gerson  had  seen  the  picture. 

Sumovski  has  suggested  that  it  is  a  study  for  the  angel 

in  the  Louvre  Saint  Matthew. 
Bredius  289  (London,  Dulwich  College  Art  Gallery). 

Both  Bauch  and  Gerson  consider  it  a  portrait  of 

Titus  aged  about  twenty. 
Bredius  293  (New  York,  Mr.  and  Mrs.  Charles  S.  Payson.) 

Identification  as  Titus  rejected  by  Bredius  and  Bauch. 

Gerson  concurs,  and  comments:  'In  its  picturesque 

intention,  however,  it  is  very  similar  to  the  portraits  of 

Titus  of  the  late  1650s'. 
Bredius  306  (Amsterdam,  Rijksmuseum). 

There  seems  to  be  a  consensus  of  opinion  (Bauch, 

Gerson)  that  Titus  was  the  model  in  this  study  of  a 

Capuchin  friar. 
Bredius  236  (New  York,  Metropolitan  Museum). 

Valentiner  suggested  that  this  portrait  and  its  companion 

(Bredius  401)  represent  Titus  and  Magdalena  van  Loo, 

an  identification  which  has  not  found  any  support. 

5.  Gerson's  most  recent  comments  on  the  picture  in  the 
Chicago  Symposium,  'Rembrandt  after  300  Years',  1969, 
are  'The  Titus  portrait  in  the  Boymans  Museum  may  serve 
as  a  standard  for  a  Rembrandt  portrait  of  his  son  around 
1655  (Br.  120)  .  .  .  The  Titus  of  the  Norton  Simon 
Collection  (Br.  119)  represents  certainly  another  boy  of 
another  age.  The  attribution  to  Rembrandt  seems  acceptable 
notwithstanding  some  "difficult  to  read"  passages'. 

6.  My  italics. 


Christopher  Brown  is  Assistant  Keeper 
with  responsibility  for  the  Dutch  seventeenth- 
century  paintings  at  the  National  Gallery,  London. 


3.  Rembrandt  Harmensz.  van  Rijn. 
Young  Girl  leaning  on  a  window-sill. 
Dulwich  Art  Gallery,  London. 
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PAINTING  IN  FRANCE 
L860-1940 

David  W.  Steadman 


The  Norton  Simon  Foundation  and  the  Norton 
Simon  Inc.  Foundation  collections  are  strong 
in  a  great  many  highly  diversified  areas,  and 
one  of  the  strongest  is  the  collection  of  paintings  pro- 
duced in  France  from  i860  to  1940.  Of  the  artists  active 
in  the  first  forty  years  of  this  period  Monet  and  Degas 
are  the  most  fully  represented.  From  the  1860s  are  also 
significant  works  by  Manet,  Renoir,  and  Cezanne. 
Impressionism  is  well  represented  by  Pissarro  and 
Sisley  and  Post-Impressionism  by  Cezanne,  van  Gogh, 
Toulouse-Lautrec,  Gauguin,  and  Rousseau. 

The  new  movements  of  the  twentieth  century  can 
be  studied  in  major  Cubist  paintings  by  Braque,  Gris, 
and  Picasso.  Finally,  the  School  of  Paris  is  represented 
by  Matisse,  Modigliani,  Rouault,  and  Utrillo.  In  this 
later  period  it  is  Picasso  whose  oeuvre  is  most  fully  cov- 
ered, making  it  possible  to  follow  his  style  through  its 
numerous  transformations. 

Of  the  Impressionist  painters,  Claude  Monet  is  re- 
presented with  paintings  that  span  his  entire  career, 
from  the  Month  of  the  Seine  at  Honfleur  of  1865  to  the 
IVaterlillies  of  around  1920.  The  Mouth  of  the  Seine  at 
Honfleur  (No.  1)  was  one  of  two  paintings  (the  other 
is  Pointe  de  la  Here  at  Low  Tide  in  the  Kimball  Art 
Museum,  Fort  Worth)  that  Monet,  at  that  time  an 


unknown,  twenty-four-year-old  artist,  entered  in  the 
Salon  of  1865.  Both  paintings  were  acclaimed.  In  the 
Gazette  des  Beaux-Arts  the  more  conservative  critic 
Paul  Mantz  wrote:  '.  .  .  The  taste  for  harmonious 
schemes  of  colour  in  the  play  of  analogous  tones,  the 
feeling  for  values,  the  striking  point  of  view  of  the 
whole,  a  bold  manner  of  seeing  things  and  of  forcing 
the  attention  of  the  spectator,  these  are  qualities  which 
M.  Monet  already  possesses  in  high  degree.  His  Mouth 
pj  the  Seine  abruptly  stopped  us  in  passing  and  we  shall 
not  forget  it.  From  now  on  we  shall  certainly  be  in- 
terested in  following  the  future  efforts  of  this  sincere 
marine-painter'.1 

Monet  probably  began  to  paint  Mouth  of  the  Seine 
at  Honfleur  during  the  summer  of  1864  while  he  was 
visiting  his  father's  summer  house  at  St.  Adresse  near 
Honfleur.  He  finished  it  in  Paris  that  winter.  A  smaller 
version  of  the  subject,  now  in  the  Kunsthaus,  Zurich, 
is  presumably  the  sketch  for  the  larger  painting.  The 
Salon  painting,  nearly  double  in  size,  depicts  a  more 
dramatic  moment  than  the  smaller  work.  The  water  is 
more  choppy  and  the  black  clouds,  through  which 
penetrates  one  strong  band  of  light,  have  become  more 
menacing.  The  composition  has  also  been  strengthened 
in  the  larger  work  by  the  inclusion  of  the  boats  at  the 


1.  Claude  Monet. 
Mouth  of  the  Seine 
at  Honfleur,  1865, 
35i  X  59  inches. 

Colour. 

a.  Edouard  Manet. 
The  Ragpicker 
(Lc  Chiffonnier), 
c.  1869, 

76  J  X  51 J  inches. 
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:-  and  right.  Monet's  practice  of  first  painting  a 
1  and  then  expanding  it  into  a  more  finished  work 
not  unusual  in  his  day.  Later  in  his  career  he  was 
to  evolve  a  working  method  in  which  he  did  a  series 
of  paintings  depicting  the  same  subject  under  different 
light  conditions.  Haystacks,  poplars  and  the  facade  of 
the  Rouen  Cathedral  became  repetitive  themes,  and 
the  Norton  Simon  Foundation  collection  includes  one 
of  the  golden  and  blue  Rouen  Cathedral  facades,  Le 
Matin,  of  1894.  When  Monet  moved  to  Givcrny,  the 
waterlillics  of  his  famous  water  garden  also  became  a 
subject  which  fascinated  the  artist.  In  the  Waterlillics  of 
c.  1920  the  lily  pads,  painted  so  frequently,  assume  an 
almost  abstract  form. 

In  the  same  Salon  of  1865,  and  in  the  same  room  that 
held  Monet's  Mouth  of  the  Seine  at  Honfteur,  was  also 
exhibited  Edouard  Manet's  famous  Olympia.  Manet, 
then  thirty-three  years  old,  had  already  established  his 
reputation  as  an  audacious  artist  with  his  Le  dejeuner  stir 
Vherbe,  exhibited  in  the  Salon  des  Refuses  two  years 
previously.  But,  like  the  earlier  painting,  Olympia  was 
not  kindly  received  by  the  critics.  It  was  an  irksome 
situation  for  Manet,  particularly  because  people  kept 
confusing  him  with  the  as  yet  unknown  Monet  and 
congratulating  him  on  his  excellent  marine  paintings. 

Manet's  career  had  begun  with  seven  years  of  study 
with  the  academic  painter  Thomas  Couture.  Equally 
influential  had  been  his  study  of  Old  Master  paintings 
in  the  Louvre  and  his  travels.  As  early  as  1855  he  had 
copied  a  painting,  then  attributed  to  Velasquez,  in  the 
Louvre.  The  great  seventeenth-century  Spanish  artist 
was  to  remain  a  strong  influence  on  him,  particularly 
in  the  two  Philosophers  (now  in  the  Art  Institute  of 
Chicago)  which  have  been  compared  repeatedly  to 
Velasquez's  Aesop  and  Menippus.  These  two  paintings 
of  1865  were  among  a  group  of  four  which  Manet 
referred  to  in  a  notebook  recording  of  a  sale  to 
Durand-Rucl  in  1872  as  'Four  Philosophers'.2  The 
earliest  of  the  four  was  the  Absinthe  Drinker  of  1858- 
1859.  The  Ragpicker  of  around  1869  (colour  a)  was  the 
last  in  the  set. 

Manet  made  a  rapid  preliminary  drawing  of  his 
subject  (now  in  the  Louvre).3  In  it  he  captured  the  old 
man's  stooped  pose  with  his  legs  bent  and  his  right 
hand  grasping  a  staff.  Between  the  drawing  and  paint- 
ing, however,  an  interesting  change  occurs.  The  hori- 
zon line  of  the  drawing  is  deleted  in  the  painting  and 
replaced  by  a  haunting,  but  indistinct,  olive-grey  back- 
ground, reminiscent  of  Velasquez. 

Manet  was  not  alone  among  the  French  painters  in 
his  admiration  of  Velasquez.  Surprisingly  enough, 
Pierre  Augustc  Renoir  late  in  his  life  was  to  point  out 
the  Spaniard's  way  of  opposing  heavy  dabs  of  pigment 
to  the  thin  wash  of  colour  which  began  the  painting.4 
But,  throughout  Renoir's  life  it  was  Boucher  who 
remained  his  'first  love'. 

The  scene  in  Renoir's  Pont  des  Arts  of  around  1868 
(colour  d)  is  of  the  Quai  Malaquais  near  the  Institut 


1 .  1  ".  '-V) 


de  France,  the  dome  of  which  is  clearly  seen  at  the 
right.  The  Pont  des  Arts,  which  goes  off  at  the  left, 
connects  the  Institut  with  the  Louvre  on  the  right  bank 
of  the  Seine.  As  with  many  of  Renoir's  early  paintings, 
the  Pont  des  Arts  records  the  'accidents'  of  the  scene 
with  its  lights  and  shades,  its  perspective  and  details. 

During  these  same  years  Edgar  Degas,  who  had 
begun  his  career  as  a  portrait  painter,  became  interested 
in  two  subjects  which  were  to  remain  his  primary 
concern  throughout  his  long  career:  ballet  dancers  and 
women  at  their  toilettes.  Of  the  nine  pastels  and  oils  by 
Degas  in  the  Simon  collections,  two  of  the  most  im- 
pressive are  The  Star:  Dancer  on  Point  of  c.  1 877-1 878 
and  the  pastel  Apres  le  Bain  of  1885. 

In  the  1870s  Degas  also  began  to  study  laundresses. 
His  initial  studies  of  this  subject  were  painted  in  the 
early  1870s,  and  around  1880  he  made  an  etching  and 
aquatint  of  Woman  Ironing  and  a  monotype  of  the  same 
title.  The  central  figure  in  both  of  these  -  a  stocky, 
full-checked  girl  -  is  also  the  subject  in  several  paintings 
of  the  1880s,  including  the  magnificent  Ironers  of 
around  1884  (No.  2). 

The  main  artistic  battle  of  the  mid-nineteenth 
century  was  being  waged  between  the  followers  of 
Ingres  and  Delacroix,  and  in  his  drawings  and  paint- 
ings of  the  1860s,  Degas  revealed  his  allegiance  to 
Ingres.  In  contrast,  during  the  same  decade  the  young 
Paul  Cezanne  allied  himself  with  the  Romanticists.  The 
predisposition  can  be  detected  in  a  painting  such  as 


2.  Edgar  Degas. 
The  Ironers,  c.  1884, 
32J  X  inches. 
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Uncle  Dominique  in  the  Norton  Simon  Inc.  Foundation 
collection.  Painted  with  rapid,  heavily  laden  strokes, 
the  portrait  pulses  with  emotion.  However,  like  most 
of  his  other  early  work,  the  portrait  was  not  well  re- 
ceived. It  was  not  really  until  the  late  1870s  that 
Cezanne,  after  a  painstaking  process,  arrived  at  his 
own  style,  one  of  the  most  severely  Classical  since 
Poussin. 

One  of  the  great  treasures  of  the  Norton  Simon 
Foundation  collection  is  Cezanne's  Marronniers  et 
Ferme  duJas-de-Bouffan  of  1885-1887  (No.  3).  Thejas- 
de-Bouffan,  a  thirty-seven  acre  estate  west  of  Aix,  had 
been  purchased  by  Cezanne's  father  in  1859.  After  his 
father's  death,  Cezanne  moved  to  the  Jas-dc-Bouffan, 
with  its  eighteenth-century  manor  house  and  farm 
buildings,  and  lived  there  until  his  unsettled  finances 
forced  him  to  sell  it.  Radically  different  from  the 
severity  with  which  Cezanne  handled  paint  in  his 
mature  work  was  the  heavy  impasto  employed  by 
Vincent  van  Gogh.  Van  Gogh,  along  with  Gauguin 
and  Toulouse-Lautrec,  is  particularly  well  represented 
in  the  Simon  collections.  All  three  artists,  owing  an 
initial  debt  to  the  then  advanced  style  of  Impression- 
ism, have  been  labelled  Post-Impressionists,  though 
this  is  certainly  a  loose  and  not  very  descriptive  label 
for  them. 

Van  Gogh's  early  works,  such  as  Still-Life  of  around 
1884  and  Winter  of  1885,  both  in  the  Norton  Simon 
Foundation  collections,  are  dark  brooding  paintings. 
By  the  late  1880s,  however,  van  Gogh  had  arrived  at 
his  own  highly  personal  style  which  in  the  Simon 
collections  is  exemplified  in  two  magnificent  portraits 
of  1888:  Patience  Escalier  (Portrait  of  a  Peasant)  and 
Portrait  of  the  Artist's  Mother.  In  early  August  of  1888  he 
wrote  to  his  brother  Theo  of  the  painting  Patience 
Escalier  (colour  b)  :  'I  wanted  to  paint  a  poor,  old  peas- 
ant, whose  features  bear  a  strong  resemblance  to 
Father,  only  he  is  coarser,  bordering  on  a  caricature. 
Nevertheless,  I  should  have  been  very  keen  to  do  him 
exactly  like  the  poor  peasant  that  he  is'.5  On  1 1  August 
he  again  wrote  to  his  brother;  'You  are  shortly  to  make 
the  acquaintance  of  Master  Patience  Escalier,  a  sort  of 
"man  with  a  hoe"  [referring  to  the  painting  by  Millet] 
formerly  cowherd  of  the  Camargue,  now  gardener 
at  a  house  in  the  Crau.  I  sent  you  the  drawing  I  did  from 
the  painting  today  [now  in  the  Fogg  Museum,  Cam- 
bridge] as  also  that  of  postman  Roulin's  portrait'.6 
Finally  in  about  13  August,  van  Gogh  wrote  to  Theo: 
'I  think  that  the  picture  of  the  old  peasant's  head  is  as 
strange  in  colour  as  the  Sower  [after  Millet]  .  .  .'.7 

Van  Gogh  was  very  accurate  when  he  referred  to 
the  colours  in  Patience  Escalier  as  'strange'.  The  old 
peasant  is  seen  against  a  bright  blue  background  while 
the  coat  he  wears  is  green  and  his  hat  a  brilliant 
yellow;  his  beard  is  greenish  in  colour  and  his  face  is 
highlighted  in  bright  reds.  The  liberated  use  of  colour 
so  striking  in  this  portrait,  reflects  the  major  debt  van 
Gogh  and  other  Post-Impressionists  owed  to  the 


advances  of  Impressionism.  Nothing  to  equal  this 
expressive  use  of  colour  occurcd  until  the  work  ot  the 
Fauves  and  the  German  Expressionists  of  the  first 
decade  of  the  twentieth  century. 

In  Paris  van  Gogh  had  met  a  younger  painter, 
Henri  de  Toulouse-Lautrec.  At  the  time  Lautrec  was 
living  in  Montmartrc,  close  to  the  garden  of  'Pcrc 
Forest'  which  became  the  backdrop  for  a  scries  ot 
portraits  of  women,  one  of  the  finest  of  which  is  his 
Red-haired  Woman  in  the  Garden  of  Monsieur  Forest  ot 
1889  (No.  4). 

In  1893,  the  same  year  that  Lautrec  held  his  first 
public  exhibition  at  the  Durand-Ruel  Gallery,  Paul 
Gauguin  returned  to  Paris  from  his  first  trip  to  Tahiti. 
It  was  during  his  second  Tahitian  stay  that  he  painted 
Tahitienne  et  Garcon  of  1899  (colour  c).  Like  Lautrec's 
Red-haired  Woman  the  painting  is  dominated  by  greens 
and  lavenders  with  the  handsome  Tahitian  woman 
dressed  in  lavender  and  posed  before  chartreuse-green 
wallpaper. 

While  Gauguin  was  in  the  tropics,  the  'primitive' 
painter  Henri  Rousseau  was  painting  jungle  landscapes 
111  Paris.  Like  Gauguin,  Rousseau  came  to  painting  late. 
Gauguin  had  been  a  stockbroker  in  Copenhagen, 
Rousseau  a  minor  customs  inspector  (hence  his  nic  k- 
name 'Douanicr').  Not  until  1885,  at  the  age  of  forty- 


3.  Paul  Cezanne. 
Marronniers  ct  Ferine 
dn  Jas-de-Bouffan, 
c.  1885-1887, 
3.6  X  29  inches. 
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one,  did  he  begin  to  paint,  and  it  was  in  the  six  or 
seven  years  before  his  death  in  1910  that  he  produced 
most  of  the  exotic  landscapes  upon  which  his  fame  has 
rested,  an  example  of  which  is  the  Exotic  Landscape  in 
the  Norton  Simon  Foundation  collection  (colour  e). 

Rousseau  called  these  jungle  landscapes  'Mexican 
pictures',  and  for  many  years  it  was  believed  that  they 
were  inspired  by  Rousseau's  visit  to  Mexico  in  the 
1860s  while  in  the  army  of  the  Emperor  Maximilian.8 
His  more  commonly  acknowledged  inspirations  were 
the  Paris  zoo  and  botanical  gardens  as  well  as  children's 
picture  books.  He  used  to  pick  up  leaves  and  grasses 
and  study  them  in  his  studio,  transforming  them 
through  imagination  and  stylised  design  into  his  own 
exotic  flora.  In  the  Exotic  Landscape  Rousseau  employed 
his  favourite  method  of  composition,  building  layer 
upon  layer  of  parallel  planes.  In  the  foreground  he 
placed  the  figures  ot  the  monkeys  and  across  the  major 
part  of  the  surface  repeated  in  an  almost  musical 
patterning  the  image  of  oranges.  Rousseau  was  a  strong 
believer  in  spirits,  the  world  beyond,  and  interior 
communication.  Just  how  overpowering  his  belief 
could  be  is  illustrated  by  a  story  told  by  Wilhclm 
Uhdc.  Rousseau  sometimes  became  so  terrified  by  the 
exotic  landscapes  he  was  painting  that  he  would  rush 
to  open  his  window  to  prevent  himself  from  suffoca- 
ting,9 despite  the  fact  that  his  method  of  creating 
these  scenes  was  totally  controlled. 

By  1910  two  new  art  movements  had  arisen  in 


4.  Henri  de  Toulouse-Lautrec 
Red-haired  Woman  in  the 
Garden  of  Monsieur  Forest, 
1889,  28  X  23  inches. 

5.  Pablo  Ruiz  Picasso. 
La  Pointe  de  la  Cite, 
1912,  35J  X  28  inches. 
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6.  Juan  Gris. 

Still-life  with  a  Poem, 

1911-1915, 

31 J  X  inches. 


France :  Fauvism  with  its  liberated  use  of  colour  and 
Cubism  with  its  new  analysis  of  form.  Tbe  freeing  of 
colour,  which  had  begun  with  Impressionism,  rose  to 
a  new  height  in  the  work  of  the  Fauvcs  (literally, 
'wild  beasts').  Maurice  Vlaminck's  Still-lite  with  Lemons 
of  1907  in  the  Norton  Simon  Inc.  Foundation  collec- 
tion -  with  its  hot  red,  pinks,  and  yellows  -  is  a  good 
example  of  the  heightened  emotional  intensity  of 
Fauvist  painting. 

Among  the  Cubist  paintings  in  the  collections,  three 
are  of  particularly  fine  quality:  Picasso's  Pointe  de  la 
Cite,  Georges  Braque's  Still-life  with  Pipe,  both  of  1912, 
and  Juan  Gris'  Still-life  with  a  Poem  of  1911-1915. 


Picasso's  large  oval  painting  (No.  5)  is  characterised  by 
a  severity  of  colour  and  concept  typical  of  analytical 
Cubism.  In  this  landscape  of  the  island  in  the  Seine  the 
colour  is  restricted  to  browns,  blacks  and  whites.  As  in 
all  Cubist  paintings,  the  scene  reduces  objects  to  planes 
observed  simultaneously  from  several  different  view- 
points -  above,  and  from  each  side.  A  similar  conceptual 
austerity  dominates  Braque's  Still-iife  with  Pipe,  but 
there  the  colours  are  brighter,  letters  and  phrases  are 
introduced  and  different  textures  are  empha 
Gris'  Still-life  with  Poem  (No.  6)  is  a  fine  example  of 
synthetic  Cubism,  a  later  development  of  Cubism 
characterised  by  a  greater  simplification  or  forms  and 
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7.  Amedeo 
modigliani. 
La  Fannie  Ac  V Artiste, 
1918, 

39J  x  zsl  inches. 


a  return  to  brighter  colours. 

In  the  same  year  that  Gris  left  his  native  land,  Spain, 
to  come  to  Paris,  Amedeo  Modigliani  arrived  from 
Italy.  Between  1909  and  1915  Modigliani,  who  con- 
sidered himself  a  sculptor,  did  very  little  painting,  but 


8.  Henri  Matisse. 
Odalisque  with 
Tambourine 
(Harmony  in  Blue), 
c.  1926, 
36  X  25  £  inches. 


by  191 5  his  failing  health  and  finances  forced  him  to 
return  to  the  less  physically  taxing  medium  of  paint. 
Two  years  later  be  met  Jeanne  Hebuteine,  who  sat  f©r 
La  Femme  de  1' Artiste  of  191 8  (No.  7).  Over  the  years 
Modigliani  painted  approximately  twenty  portraits  of 
bis  wite  whose  appearance  was  considered  by  their 
friend  Jacques  Lipchitz  to  be  'very  Gothic'.10  In  the 
Simon  portrait  she  is  portrayed  as  pensive  and  serene 
with  a  typically  long  ovoid  and  almost  masklike  face 
and  the  small  pursed  mouth  characteristic  of  Modig- 
liani's  portrait  heads. 

The  group  of  artists  -  excluding  the  Cubists  and 
Fauvists  -  who  were  active  in  Paris  during  the  first 
decades  of  this  century  arc  called  the  School  of  Paris. 
This  group  incuded  Modigliani,  Matisse  in  his  later 
work,  as  well  as  Georges  Rouault  and  Utrillo.  All  of 
them  are  well  represented  in  the  collections,  particularly 
Rouault  with  his  savage  The  Sirens  of  1906-1908  and 
the  more  colourful  The  Chinese  Man  of  1937.  The 
major  post-Fauvist  works  of  Matisse  in  the  collections 
arc  the  large  series  of  sculptures  Tlie  Four  Backs,  created 
between  1909  and  1929.  Of  the  paintings,  one  of  the 
most  beautiful  is  the  Odalisque  with  Tambourine  (Har- 
mony in  Blue)  of  c.  1926  (No.  8). 

Of  the  two  founders  of  Cubism,  Braque  and  Picasso, 
it  was  Braque  who  throughout  his  career  remained 
closer  to  the  original  discoveries  of  the  new  movement. 
In  the  1930s  he  painted  several  large  canvases  in  which 
he,  like  Degas  before  him,  explored  the  possibilities  of 
a  two-figure  composition.  The  impressive  Artist  and 
Model  of  1939  (No.  9),  which  was  commissioned  by 
Walter  Chrysler,  Jr.,  shows  his  preoccupation  with  the 
double  silhouette.  In  this  painting  in  which  half  of  the 
figures  are  painted  in  black,  the  other  half  in  light 
browns  and  white,  Braque  also  used  colour  to  explore 
the  nature  of  'reality'.  The  studio  setting  is  defined  by 
its  chartreuse  and  brown  wallpapers  while  the  world 
of  the  painting  which  stands  on  an  easel  in  the  centre 
consists  of  bright  blues  and  reds  and  the  figure  is  delin- 
eated merely  by  a  white  outline.  Indeed,  the  works  of 
this  eighty  years  generally,  while  stylistically  revolu- 
tionary in  their  liberations  of  colour  and  fragmentation 
of  form,  remain  in  their  subject  matter  true  to  the 
tradition  of  French  art. 

Of  all  the  twentieth-century  artists  represented  in 
the  collections,  it  was  Picasso  whose  style  underwent 
most  radical  transformation.  In  the  early  1920s  he 
passed  through  a  Classical  phase,  an  example  of  which 
is  the  extraordinarily  strong  black  and  white  painting 
Bust  of  a  Woman  of  1923.  In  the  1930s  he  painted 
Woman  with  Book  (No.  10),  and  in  the  mid-1950s 
Women  of  Algiers  1.  Woman  with  Book,  with  its  bold 
simplified  shapes  and  brilliant  colours,  is  undoubtedly 
one  of  the  masterpieces  of  the  Norton  Simon  Inc. 
Foundation  collection.  It  is  significant  that  although 
Picasso's  II 'oman  with  Book  represents  a  radical  stylistic 
innovation,  in  subject  it  owes  its  allegiance  to  Ingres,  as 
does  Matisse's  Odalisque  with  Tambourine. 
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9  Georges  Braque. 
Artist  and  Model,  1939, 
51 1  X  70 J  inches. 


10.  Pablo  Ruiz 
Picasso. 
Woman  with  Book, 
1932,  51  x  38  inches. 
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TAPESTRIES  FROM 
FRANCE  AND  FLANDERS 
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Colour. 

The  Embassy  of  Ulysses  and  Diomedes,  tapestry,  wool  and  silk,  c.  1500,  probably  Brussels.  13  feet  2  inches  X  12  feet  1  inch. 


r^B^  he  small  but  select  group  of  seven  tapestries 
I  belonging  to  the  Norton  Simon  Foundation 
|  were  assembled  by  Duvccns  of  New  York 
from  various  European  collections  during  the  earlier 
part  of  the  present  century.  It  affords  an  admirably 
compendious  demonstration  of  the  artistic  evolution 
of  Flemish  tapestries  from  about  1480  to  1520,  one  of 
the  great  periods  of  this  art-form,  during  w  hich  both 
the  designers  and  the  weavers,  particularly  in  Brussels, 
achieved  new  standards  of  excellence. 

The  sets  of  tapestry  wall-hangings  which  were 
produced  in  large  numbers  during  the  fifteenth  and 
sixteenth  centuries  had  certain  overwhelming  advan- 
tages over  wall-paintings.  They  were  light  and  port- 
able, so  that  they  could  be  taken  down,  transported 
and  reining  wherever  and  whenever  desired.  Their 
materials,  dyed  wools  and  silks,  sometimes  enhanced 
with  gold  and  silver  thread,  offered  luxurious  textures, 
rich  depths  of  tone  and  sumptuous  high-lights  far 
beyond  the  range  of  the  materials  of  the  wall-painter. 
They  were  greatly  enriched  and  transportable  repro- 
ductions of  paintings  on  the  largest  scale  and  their 
manufacture  involved  deployment  of  many  specialised 
skills.  To  produce  a  new  set,  an  author  had  first  to  be 
employed  to  devise  an  appropriate  scenario.  From  this, 
an  artistic  ideas-man,  often  a  celebrated  painter,  would 
work  up  a  set  of  small-scale  monochrome  designs. 
From  these  again,  specialised  painters  with  an  intimate 
knowledge  of  the  weavers'  requirements  would  paint 
full-sized  coloured  cartoons.  Equipped  with  these, 
teams  of  highly  skilled  weavers  could  then  produce  as 
many  identical  or  slightly  varied  sets  of  tapestries  as 
might  be  required.  The  cost  of  the  skilled  labour, 
equipment,  premises  and,  still  more,  the  materials 
was  very  high.  This  was  art-industry  on  the  grandest 
scale  and  the  director  of  a  tapestry-workshop  needed  a 
touch  of  financial  and  organisational  genius  to  succeed. 
Above  all,  he  needed  immensely  wealthy  clients. 

The  rise  of  this  art-form  in  the  fourteenth  century 
was  due  to  the  increasingly  luxurious  life  of  the 
European  courts  and,  to  the  artistic  tastes  of  the 
Valois  court  of  France  in  the  generation  of  Charles  v 
and  his  brothers,  the  Dukes  of  Anjou,  Berry  and 
Burgundy.  Although  French  expenditure  in  this  field 
was  inevitably  reduced  by  the  ravages  of  the  English 
invasion  in  the  early  fifteenth  century,  successive 
Dukes  of  Burgundy  continued  their  lavish  patronage 
of  the  tapestry-workshops,  at  first  those  of  Arras  and 
later  those  of  Tournai.  Other  European  courts  fol- 
lowed this  example  and  the  possession  of  rich  tapestries 
became  an  essential  aspect  of  the  public  image  present- 
ed by  the  great  potentates  of  the  time,  emphasising 
their  wealth,  power  and  culture,  as  well  as  their  kinship 
with  the  heroes  of  history  and  legend  whose  exploits 
were  depicted  in  their  sets  of  wall-hangings. 

The  earliest  piece  in  the  Norton  Simon  collection  is 
an  important  example  of  a  type  which  is  primarily 
associated  with  the  workshops  of  Tournai  (No.  1). 


It  is  related  in  style  and  no  doubt  approximately 
contemporary  with  the  designs  of  a  fragmentary  set 
of  the  story  of  Hercules,  one  piece  of  which  is  dateablc 
on  heraldic  grounds  between  1476  and  1488. 1  The 
present  piece,  though  apparently  cut  on  all  four  sides, 
is  a  very  substantial  fragment  of  the  original  hanging, 
nearly  fourteen  feet  in  length.  The  scenes  of  surrender 
and  pillage  depicted  would  be  hard  to  identify  were 
it  not  for  the  single  word  brennis  woven  into  the 
tapestry  just  to  the  right  of  the  hand  which  the  king 
plunges  into  the  sack  of  coin.  From  this  it  is  clear  that 
the  subject  of  the  tapestry  is  the  conquest  and  sack  of 
Rome  by  the  Gaulish  chieftain  Brcnnus  in  390  bc. 
This  event  was  familiar  in  the  Middle  Ages,  from 
Geoffrey  of  Monmouth's  'Historic!  Regum  Britanniae 
and  Wace's  'Roman  de  Brut',  both  of  the  twelfth 
century,  or  from  the  fourteenth-century  French 
romance  of  ' Percejorest' .  According  to  these  later 
accounts  Brennus,  King  of  Gaul,  was  a  Briton  of 
Trojan  descent  and  his  elder  brother  Belinus,  King  of 
Britain,  was  associated  with  him  in  the  conquest  of 
Rome.  G.  L.  Hunter,  who  first  published  the  Brennus 
tapestry,  identified  the  king  distributing  treasure  as 
Belinus,  the  figure  to  his  right  as  Brennus  and  the 
mounted  king  as  Brennus  again,  but  this  can  only  be 
conjectural.2 

The  style  and  composition  of  the  Brennus  tapestry 
are  vigorous,  but  awkward  and  ungainly,  with 
crowds  of  rather  ugly  figures,  poorly  related  to  each 
other  and  to  their  architectural  settings.  This  marks  a 
decline  from  the  best  years  of  the  Tournai  tradition, 
c.  1450-1475,  when  the  city's  workshops  enjoyed  the 
patronage  of  the  Burgundian  court.  In  the  late  fifteenth 
and  early  sixteenth  centuries  the  most  highly  skilled 
tapestry  weavers  and  designers  were  undoubtedly 
those  of  Brussels  and  it  is  certainly  there  that  we  must 
look  for  the  origin  of  a  remarkable  set  of  three  fine 
tapestries  of  the  story  of  Troy  in  the  Norton  Simon 
collection,  which,  on  grounds  of  style  and  costume, 
must  have  been  designed  towards  the  end  of  the 
fifteenth  century  or  about  1500  (Nos.  2,  3  and  colour).3 
Here,  in  contrast  to  the  rude  vigour  of  the  Brennus 
tapestry,  we  find  a  designer  working  in  an  almost 
excessively  suave  and  courtly  style,  with  beautiful 
figures  posed  in  elegant  attitudes  and  swathed  in 
superb  draperies.  The  sinuous  vegetable  patterns  of 
Italian  silks  and  velvets  not  only  envelop  the  figures, 
but  also  overspread  the  floors,  the  walls,  the  furniture 
and  the  canopies  overhead.  The  architecture  is  of 
polished  metal  and,  like  the  garments,  studded  with 
gems.  This  hushed  and  enchanted  world,  suspended  in 
a  glittering  spider-web  of  surface-pattern,  is  a  charac- 
teristic aspect  of  Brussels  tapestry-design  around  the 
turn  of  the  century. 

The  three  tapestries  formerly  belonged  to  Baron 
Felix  d'Hunolstein  and  arc  said  to  have  belonged 
previously  to  his  mother,  a  member  of  the  Mont- 
morency-Luxembourg  family,  and  to  have  hung  for 
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i.  The  Surrender  of 
Rome  to  Brennits, 
King  of  Gaul, 
tapestry,  wool  and 
silk,  c.  1480,  possibly 
Tournai, 
8  feet  4  inches  x 
13  feet  11  inches. 


2.  The  Arrival  of  Paris 
and  Helen  at  the  Court 
of  Priam,  tapestry, 
wool  and 
silk,  c.  1500, 
probably  Brussels, 

12  feet  8  inches  X 

13  feet  8  inches. 


many  years  in  the  Chateau  de  Cany  in  Normandy.4 
Some  nineteenth-century  re-weaving  is  apparent  in 
these  tapestries  (especially  the  top  section  of  No.  2)  and 
they  have  modern  borders  which  were  presumably 
added  by  Duveens.  The  set  was  exhibited  and  cata- 
logued in  Paris  in  1880,5  but  curiously  enough  their 
subject  was  not  then  recognised  although  several  of 
the  figures  are  identified  by  woven  inscriptions;  the 
latter  are  now  so  faint,  however,  that  they  are  barely 
distinguishable.  The  subject  was  correctly  identified 
by  Hunter  in  1925. 6  More  recently,  the  iconography  of 
these  tapestries  has  been  studied  in  some  detail  by 
Margaret  Schcrer.7 

The  story  of  Troy  was  known  to  the  Middle  Ages 
chiefly  through  the  twelfth-century  'Roman  de  Troie 
by  Benoit  de  Saint-Maure,  the  thirteenth-century 
'Historia  by  Guido  delle  Colonne  and  the  fifteenth- 
century  'Recueil'  by  Raoul  Lefevre,  all  of  which 
differ  in  certain  respects  from  the  ancient  versions  of 
the  story.  In  the  first  of  our  tapestries  (No.  2)  we  see,  on 
the  left,  Priam  welcoming  Paris  and  Helen  outside 
Troy.  This  is  conceived  as  a  night  scene,  illuminated  by 
torches  and  cressets;  from  a  balcony,  trumpeters  sound 
a  fanfare.  The  young  man  behind  Priam,  very  flashily 
dressed,  could  perhaps  be  Hector,  but  is  quite  unlike 
another  figure  tentatively  identified  as  Hector,  to  the 
left  of  Priam  in  the  second  tapestry  (No.  3).  On  the 
right  of  the  first  tapestry,  we  see  the  party  arriving  in 
the  palace.  Paris  is  greeted  by  Hecuba,  while  Priam 
presents  Helen  to  the  ladies  of  the  court ;  the  kneeling 
lady  may  be  Cassandra.  In  the  second  tapestry  (No.  3) 
the  small  scene  in  the  top  left-hand  corner  probably 
represents  Cassandra  warning  Priam  of  the  fate  which 
threatens  Troy.  In  the  principal  scene,  Priam  stands 
behind  a  bench  on  which  are  seated  Paris,  holding  a 
ring,  and  a  lady  whom  previous  commentators  have 
not  unnaturally  identified  as  Helen.  There  is  little 
doubt,  however,  that  this  lady  is  Hecuba,  wearing  the 
same  crown  and  jewelled  headdress  as  in  the  first 
tapestry.  Helen,  likewise  wearing  the  same  costume  as 
in  the  first  tapestry  (notice  the  constant  feature  of  the 
veil  looped  over  her  right  arm),  is  the  lady  kneeling  to 
the  right  of  Hecuba.  Another  kneeling  lady  offers  her 
what  may  be  a  nuptial  crown,  from  which  Helen  turns 
modestly  away.  In  another  small  scene  at  top  right, 
Paris  caresses  Helen  in  the  nuptial  chamber.  The  third 
tapestry  (colour)  shows,  on  the  left,  the  arrival  of  the 
Greek  envoys  Ulysses  and  Diomedes;  behind  them,  a 
crowd  of  men  admire  the  golden  tree  which  figures 
prominently  in  Mediaeval  versions  of  the  story.  On 
the  right  Priam,  enthroned,  receives  the  ambassadors, 
surrounded  by  a  throng  of  men  and  one  lady  - 
probably  Helen,  since  the  young  man  beside  her  looks 
like  Paris. 

These  three  tapestries  obviously  form  a  very  in- 
complete re-telling  of  the  story  of  Troy  (or  even  of  the 
story  of  Helen,  if  that  was  the  intended  theme)  and  they 
were  no  doubt  meant  to  be  hung  in  association  with 


Tapestries  from  Trance  and  Tlanders 


Above.  Below. 

3.  The  Marriage  of  Paris  and  Helen,  tapestry,  4.  Esther  and  Ahasuerus,  tapestry, 

wool  and  silk,  c.  1500,  probably  Brussels,  wool  and  silk,  c.  15 10,  probably 

11  feet  2  inches  X  11  feet  1  inch.  Brussels,  11  feet  2  inches  X  10  feet. 
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5.  The  Justice  of  the  Emperor  Trajan,  tapestry, 
wool  and  silk,  c.  15 10,  probably  Brussels, 
10  feet  9  inches  X  12  feet  1  inch. 

others.  In  the  present  century  a  fourth  tapestry,  like- 
wise from  the  Hunolstein  collection  and  the  Chateau 
dc  Cany,  has  been  associated  with  them  as  part  of  the 
same  set  (No.  4).  This,  too,  has  a  large  area  of  nine- 
teenth-century re-weaving  at  the  top  and  has  been 
equipped  with  the  same  twentieth-century  borders. 
The  subject  has  been  interpreted  as  the  Reconciliation  of 
Helen  and  Menelaus,  but  there  are  no  inscriptions  to 
support  this  idea,  nor  does  there  seem  to  be  any  source 
or  authority  for  the  representation  of  such  a  scene.  In 
fact,  though  roughly  similar  in  style  and  period  to  the 
other  three,  this  piece  docs  not  really  match  them  in 
style,  quality,  detail  or  condition.  It  was  not  considered 
part  of  the  set  when  it  was  exhibited  with  the  other 
three  in  1880  and  there  can  be  no  doubt  that  the  associ- 
ation is  erroneous.  As  J.-P.  Asselbcrghs  suggested,  the 
tapestry  may  depict  some  Old  Testament  subject,  such 
as  Esther  and  Ahasuerus.8 

Far  finer  than  this  last  piece  is  a  superb  hanging 
which  represents  Brussels  tapestry-design  at  its  best, 
about  1 5 10  (No.  5).  Here  again,  the  border  is  not 
original.9  The  hanging  is  an  excellent  replica  of  a 
famous  tapestry,  rich  in  gold  thread  (lacking  in  the 
present  example),  which  was  formerly  at  Knolc  and, 
after  passing  through  the  collections  of  Picrpont 
Morgan  and  others,  is  now  in  the  Boston  Museum  of 
Fine  Arts.10  The  subject  was  identified  hitherto  as  the 
Miracles  of  Saint  Claude  and  it  is  only  recently  that  Guy 
Del  marcel  has  convincingly  revealed  the  true  subject  as 
the  Justice  of  the  Emperor  Trajan.11  The  Justice  of  Trajan 
was  normally  represented  in  tapestries  and  in  European 


art  generally  by  a  totally  different  story.12  The  one 
depicted  in  the  tapestry  was  apparently  invented  by 
Franconis,  a  Dutch  writer,  and  was  published  for  die 
first  time  at  Delft  in  1483  in  a  book  entitled  'Dat 
ScaecspeV .  The  tapestry  corresponds  with  this  printed 
source  in  every  detail.  At  top  left  we  see  the  Emperor 
Trajan's  thirteen-year-old  son  accidentally  drowning  a 
companion  by  pushing  him  off  a  bridge  over  the  Tiber. 
At  top  centre,  the  Emperor  insists  that  the  full  rigour 
of  the  law  shall  apply  and  that  his  own  son  must  be 
thrown  into  the  river  by  the  father  of  the  drowned 
boy.  Below,  an  angel  restores  the  two  boys,  hand  in 
hand,  to  Trajan  and  other  spectators  on  the  bank  of  the 
river.  Such  images  of  strict  justice  and  its  divine  re- 
ward were  customarily  hung  in  courts  of  justice,  but 
they  also  figured  in  palace  collections.  Both  Cardinal 
Wolsey's  inventory  of  1530  and  Henry  vni's  inventory 
of  1547  record  a  tapestry  'of  an  aungell  saving  too 
children  from  drowning',  which  could  conceivably  be 
identical  with  the  Knole-Boston  tapestry,  for  a  good 
deal  of  royal  furniture  found  its  way  to  Knole.  The 
Norton  Simon  version  also  came  from  a  British  collec- 
tion, that  of  the  Earl  of  Southesk  at  Kinnaird  Castle. 

The  latest  tapestry  in  the  Norton  Simon  collection 
and  also  the  most  sumptuous,  since  it  is  the  only  one 
enriched  with  large  areas  of  gold  thread,  depicts  The 
Holy  Family  with  music-making  angels,  in  the  Brussels 
style  of  about  1520  (No.  6).  This  tapestry  was  formerly 
in  the  Sticglitz  collection  and  museum  in  Saint  Peters- 
burg and,  like  the  Justice  of  Trajan,  it  is  said  to  have 
hung  in  Westminster  Abbey  at  the  coronation  of 
Edward  vn  in  1902  and  George  vi  in  1937.  It  shows 
the  Virgin  and  Child  seated  on  a  rich  throne,  beneath 
a  canopy,  with  angel  singers  and  instrumentalists  on 
either  side.  The  ladies  in  the  foreground  have  generally 
been  identified,  following  Phyllis  Ackerman,  as  the 
Virgin's  half-sisters,  Mary  Cleophas  and  Mary 
Salome.13  An  alternative  possibility  is  that  they  re- 
present the  contemplative  and  the  active  life.  Another 
tapestry  woven  from  the  same  cartoon,  but  perhaps 
a  little  earlier,  was  in  the  Demidoff  collection.14  The 
Norton  Simon  example  shares  its  border  pattern  with 
two  other  contemporary  tapestries  woven  with  gold 
thread,  one  of  the  Nativity  and  the  Adoration  of  the  Kings 
in  the  Museum  of  Fine  Arts,  Richmond,  Virginia,  and 
the  other  of  the  Resurrection,  in  the  Victoria  and  Albert 
Museum,  London.15  It  is  by  no  means  impossible  that 
the  three  were  originally  intended  to  form  a  set.  All 
three  tapestries  include  brief  and  apparently  meaning- 
less inscriptions;  that  on  the  Norton  Simon  piece  has 
been  read  as  a  signature,  'mander',  but  this  is  certainly 
mistaken.  Though  it  is  not  possible  to  attribute  the 
cartoon  to  any  particular  artist,  this  is  a  fine  example  of 
the  smaller  devotional  tapestries,  woven  in  gold,  which 
were  characteristic  products  of  the  Brussels  workshops. 

These  tapestries  contain  excellent  examples  of  work 
produced  by  the  Flemish  workshops  during  the  late 
fifteenth  and  early  sixteenth  centuries. 
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6.  The  Holy  Family  with  musk-making  angels, 
tapestry,  wool,  silk  and  gold  thread,  c.  1520, 
probably  Brussels,  8  feet  6  inches  X  9  feet  8  inches. 
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NINETEENTH-  AND 
T\\  ENTIETH-CENTUFfr 
SCULPTURE 

John  Tancock 


-m  ~r  orton  Simon's  collection  of  nineteen th- 
and  twentieth-century  painting  has  been 
widely  exhibited.  Major  groups  of  works 
J_  1  have  been  seen  at  the  Princeton  Univer- 
sity Art  Museum  in  1973  and  at  the  California 
Palace  of  the  Legion  of  Honor  from  1973  to  1976. 
If  he  is  not  generally  thought  of  as  a  collector  of 
modern  sculpture  this  may  be  because  his  exten- 
sive holdings  have  never  been  exhibited  as  a 
group.  If  this  were  to  be  done  it  would  be  seen, 
however,  that  certain  aspects  of  nineteenth-  and 
twentieth-century  sculpture  are  represented  with 
a  thoroughness  that  few  can  rival.  The  collection 
covers  the  period  from  1 830-1832  (Honorc 
Daumier's  LTndecis)  to  1973  (Duo  and  Two  Green 
Forms  by  Barbara  Hepworth)  but  not  exhaustive- 
ly. The  byways  of  nineteenth-  and  twentieth- 
century  art  have  not  tempted  Norton  Simon  as 
they  did  Joseph  Hirshhorn.  Instead  he  has  con- 
centrated on  the  sculpture  of  France  and  England 
and  on  the  work  of  certain  major  artists.  The 
work  of  Rodin,  Maillol,  and  Henry  Moore  can  be 
studied  in  depth  while  other  artists  such  as  Matisse, 
Lipchitz,  Laurens,  Brancusi,  Giacometti  and  Arp, 
although  represented  by  fewer  works,  are  often 
seen  at  their  best. 

Mr.  Simon  subscribes  to  the  traditional  view 
that  such  greatness  as  there  is  in  nineteenth- 
century  sculpture  adhered  in  the  efforts  of  certain 
individuals  to  escape  from  the  forms  and  tradi- 
tions of  academicism.  Daumicr  and  Degas,  both 
represented  in  the  Norton  Simon  collection,  were 
not  professional  sculptors  and  so  were  not  obliged 
to  make  any  concessions  in  their  work  but  Rodin 
had  to  survive  in  a  world  still  rigidly  controlled 
by  academic  precepts.  Although  skilled  in  the 
type  of  decorative  sculpture  produced  to  perfec- 
tion by  his  one-time  employer,  Albert  Carrier- 
Belleuse,  Rodin  looked  to  nature  for  inspiration 
and  produced  a  succession  of  works  that  shocked 


1.  Auguste  Rodin.  The  Burghers  of  Calais, 
1884-1895,  bronze.  85  X  91 J  X  70^  inches. 


his  contemporaries  by  what  was  thought  to  be 
their  excessive  naturalism.  With  Saint  John  the 
Baptist  Preaching,  1878,  a  cast  of  which  is  in  the 
collection,  Rodin  began  to  explore  the  suggestion 
of  movement  in  sculpture.  The  results  of  this 
investigation  were  carried  even  further  in  The 
Gates  of  Hell  and  in  The  Burghers  of  Calais, 
1884-1895  (No.  1).  Rodin  was  able  to  convey  the 
appearance  and  character  of  six  individuals  at  a 
crucial  moment  in  their  lives  and  at  a  significant 
moment  in  history.  In  The  Monument  to  Balzac, 
1 891-1898,  Rodin  undertook  to  convey  the 
genius  of  one  of  France's  greatest  and  most  pro- 
lific novelists. 

Even  before  the  debacle  of  the  exhibition  of  the 
Balzac  at  the  Salon  dc  la  Societe  Nationale  in  1898 
younger  sculptors  were  beginning  to  feel  that 
Rodin  was  attempting  too  much.  Sculpture,  it 
was  felt,  did  not  have  to  conform  to  the  particu- 
larities of  the  human  figure  with  as  much  fidelity 
as  Rodin  proposed  nor  did  it  have  to  be  character- 
ised by  the  dramatic  and  literary  appeal  of  his 
major  works.  Aristidc  Maillol,  for  example,  was 
more  inspired  by  the  decorative  paintings  of 
Gauguin  than  he  was  by  Rodin.  He  saw  his  first 
Gauguin  in  1888  and  felt  that  he  had  encountered 
a  kindred  spirit.  If  Gauguin  approved  of  his  work, 
Maillol  told  himself,  it  must  be  satisfactory. 
Gauguin  did  admire  one  of  Maillol's  tapestries 
when  he  saw  it  at  the  1894  exhibition  of  the 
Groupes  des  Vingt  in  Brussels  but  shortly  after 
this  failing  eyesight  obliged  Maillol  to  give  up  the 
weaving  of  tapestries  for  sculpture.  His  earliest 
works  were  carved  directly  in  wood  and  are 
reminiscent  of  Gauguin's  sculpture  in  their  decor- 
ative qualities  but  by  1900  he  had  evolved  the 
idiom  that  would  be  refined  but  not  fundament- 
ally changed  during  the  remaining  years  of  his 
life.  Rodin  saw  Maillol's  Leda  at  the  one-man 
exhibition  held  at  Galcrie  Vollard  in  1902  and 
was  greatly  moved.  'I  do  not  know,  I  swear  I  do 
not  know  of  any  modern  piece  of  sculpture  that 
is  of  such  an  absolute  beauty,  an  absolute  purity, 
so  evidently  a  masterpiece'.1  Maillol's  study  of 
Gauguin  freed  him  from  Rodin's  naturalism  and 
enabled  him  to  create  a  classical  style  that  was  a 
spontaneous  expression  of  his  own  predilections. 
In  1908  Maillol  went  to  Greece  with  Count  Harry 
Kessler  and  found  in  the  sculpture  of  Olympia 
the  balance  between  formalism  (the  abstract 
treatment  of  form)  and  naturalism  (the  observa- 
tion of  appearances)  that  he  strove  for  in  his  own 
sculpture.  A  work  such  as  Summer,  1910-1911, 
one  of  a  group  of  Four  Seasons  commissioned  by 
the  Russian  collector  Ivan  Morosoff,  strikes  the 
balance  perfectly  and  represents  Maillol  at  his 
best.  In  some  of  the  later  works  a  more  general 
treatment  of  the  surface  and  an  enlargement  in  the 
scale  resulted  in  a  certain  vacuity  but  there  is  no 
denying  the  effectiveness  of  such  later  works  as 
Air,  1938,  and  Tlte  River,  1939-1943  (No.  2). 


Maillol  was  a  catalytic  figure  in  the  sculptural 
world  of  Paris  before  the  outbreak  of  the  war.  In 
his  search  for  stability  many  younger  sculptors 
found  the  antidote  to  the  emotional  extrerffes 
of  Rodin  for  which  they  had  been  looking.  It  was 
owing  to  Maillol's  example  also  that  the  aged  and 
infirm  Renoir  turned  to  sculpture  in  1908.  In  that 
year  Maillol  modelled  Renoir's  portrait  and 
awakened  in  the  arthritic  painter  a  desire  to  work 
in  three-dimension  that  could  only  be  accom- 
plished with  the  aid  of  another  pair  of  hands.  He 
hired  a  young  sculptor,  Richard  Guino,  to  trans- 
fer his  ideas  into  three  dimensions  and  during  the 
last  decade  of  his  life  produced  a  small  but  choice 
sculptural  oeuvre.  There  are  two  of  these  works  in 


2.  Aristide  Maillol.  The  River, 
1939-1943.  lead.  Length:  82f  inches. 


3.  Pierre-Auguste  Renoir.  Tlie  Washerwoman, 
1916,  bronze.  48J  X  30  X  51  inches. 


the  Norton  Simon  collection,  the  Washerwoman, 
1916  (No.  3)  and  the  Venus  Victorious,  1913.  In 
1910  the  young  German  sculptor  Wilhelm 
Lehmbruck  moved  to  Paris.  His  early  work  had 
variously  shown  the  influences  of  Constantin 
Meunier,  George  Minne  and  Rodin,  but  after 
visiting  Rodin  at  Meudon  he  felt  a  sudden  revul- 
sion against  the  agitated  movement  and  activated 
surfaces  of  Rodin's  work  and  produced  the 
Standing  Woman,  1910  (No.  4)  as  a  measure  of  his 
dissatisfaction.  It  was  shown  at  the  Salon 
d'Automne  of  1910  at  the  same  time  as  Maillol's 
Pomona  of  1907  and  while  sharing  some  of 
Maillol's  pre-occupations,  revealed  a  very 
different  personality. 


4.  Wilhelm  Lehmbruck.  Standing  Woman, 

1910,  bronze.  75!  X  27  X  21  inches. 

Matisse  became  friendly  with  Maillol  in  1904 
and  shared  certain  attitudes  with  him  although  the 
sculptural  oeuvre  that  resulted  was  much  more 
radical  than  Maillol's.  Matisse,  like  Maillol, 
looked  for  the  'general  architecture'2  of  a  work, 
'replacing  explanatory  details  by  a  living  and 
suggestive  synthesis'.3  Like  Maillol  he  rejected 
the  depiction  of  violent  movement.  'Movement 
in  itself  is  unstable  and  is  not  suited  to  something 
durable  like  a  statue  unless  the  artist  has  con- 
sciously realised  the  entire  action  of  which  he 
represents  only  a  moment'.4  As  a  result  of  this 
view  he  found  that  standard  studio  poses  were 
adequate  for  his  purposes  since  what  concerned 
him  was  the  aesthetic  transformation  that  he 
could  impose  on  them.  Norton  Simon  possesses 
Matisse's  Back  1  (No.  5),  n,  in,  and  iv,  executed 
between  1909  and  1930,  the  work  in  which  the 
systematic  transformation  first  seen  in  the  four 
heads  of  Jeanette  is  developed  on  a  monumental 
scale.  The  Back  1  was  executed  in  1909,  the  same 
year  as  Picasso's  Head  of  a  Woman,  and  The  Back 
m  in  1916-1917,  the  same  year  as  Jacques  Lip- 
chitz's  Bather  m  but  the  chronological  references 
only  demonstrate  how  detached  Matisse's  sculp- 
ture was  from  the  work  of  his  immediate  con- 
temporaries, whether  Neo-classical  or  Cubist. 

The  development  and  rapid  dissolution  of 
Cubist  sculpture  is  represented  by  certain  key 
works  in  the  Norton  Simon  collection.  Picasso's 
Head  of  a  Woman,  1909  (No.  6),  a  volumetric 
analysis  of  a  three-dimensional  form,  represents 
the  earliest  phase,  one  that  was  to  be  abandoned 
by  Picasso  almost  immediately  in  favour  of  the 
greater  freedom  afforded  by  the  structural  pro- 
cedures suggested  by  the  invention  of  collage  in 

191 1.  Jacques  Lipchitz  did  not  explore  this  possi- 
bility, leaving  it  to  Archipenko  and  Henri 


Laurens,  but  he  did  produce  some  of  the  very 
finest  Cubist  carvings  during  the  First  World 
War.  In  his  work  of  191 3— 191 5  he  used  geo- 
metrical principles  first  utilised  by  Villard  de 
Honnecourt  in  the  thirteenth  century,  but  by 
1916  he  was  working  in  an  idiom  that  verged  on 
the  abstract.  Using  blueprints  with  a  view  to 
creating  forms  that  were  'as  pure  as  crystal'  he 
produced  a  number  of  austere  masterpieces. 
Bather  m,  1917,  is  a  fine  example  as  is  Batlier, 
1923-1925  (No.  7).  With  Figure,  1926-1930, 
commissioned  as  a  garden  sculpture  but  rejected 
because  of  the  frightening  intensity  of  its  gaze, 


5.  Henry  Matisse.  The  Back  1,  bronze, 
c.  1909.  Height:  74  inches. 


6.  Pablo  Picasso.  Head  of  a  Woman, 
1909, bronze.  Height:  16J  inches. 


7.  Jacques  Lipchitz.  Bather, 

1923-1925,  bronze.  73J  X  3 1 J  X  27J  inches. 


Lipchitz  introduced  a  Surreal  note  of  terror  into  a 
form  that  derives  from  the  interlocking  of  arbit- 
rary, but  symmetrically  arranged,  structural 
members.  Lipchitz  did  not  pursue  the  totemic 
possibilities  opened  up  by  his  work,  turning  in- 
stead to  a  more  spontaneous,  organic  language 
typified  by  The  Dance,  1936,  a  cast  of  which  is  in 
the  collection.  Like  Lipchitz,  Henri  Laurens  also 
felt  that  the  formal  possibilities  of  Cubism  had 
been  rapidly  exhausted.  'We  could  not  spend  our 
whole  lives  doing  papier-colles',  he  said.5  To- 
ward the  end  of  the  decade  he  began  to  respond 
to  a  variety  of  influences,  ranging  from  certain 
aspects  of  Max  Ernst,  Joan  Miro  and  Picasso  to 
the  grand  simplification  of  Matisse's  Reclining 
Figure,  1929,  and  The  Dance,  193 1 .  Moreover,  he 
lived  and  worked  half  the  year  at  L'Etang-la-Ville 
near  Marly  where  his  close  friend  Maillol  worked 
and  the  latter  could  well  have  subscribed  to 
Laurens'  statement  that  he  aimed  for  'the  ripeness 
of  forms.  I  would  like  to  be  able  to  make  them  so 
full  and  luscious  that  nothing  more  could  be 
added  to  them'.5  He  undoubtedly  achieved  this 
aim  in  works  such  as  The  Ondines,  1934  (No.  8), 


8.  Henri  Laurens.  The  Ondines, 
1934,  bronze.  29J  X  64J  X  20  inches. 
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9.  Constantin  Brancusi.  Bird  in  Space, 
1 93 1,  polished  bronze.  Height:  73  jfe  inches. 

a  larger  version  of  the  Small  Otidines  that  was 
executed  the  year  previously. 

The  name  of  Constantin  Brancusi,  represented 
in  the  collection  by  two  important  works  -  Head 
of  a  Woman,  1925  and  Bird  in  Space,  193 1  (No.  9) 
-  is  associated  with  very  different  ideas  from 
those  that  pre-occupied  the  sculptors  whose  work 
has  already  been  discussed.  The  highly  polished 
surface  of  Bird  in  Space  and  of  many  works  prior 
to  it  introduced  a  new  note  into  the  language  of 
modern  sculpture,  more  gorgeous  and  exotic 
than  the  gleam  of  patinated  bronze  or  stone  and 
marble.  Brancusi's  early  works  were  Rodincsque 
both  in  technique  and  in  the  pathos  of  their 
subject-matter  but  he  soon  moved  away  from 
this  highly-charged  sculptural  language  to  one 
that  was  simpler  and  more  generalised. 

Like  all  the  young  sculptors  whose  work  has 
been  discussed  Brancusi  rejected  Rodin's  natural- 
istic approach.  'What  is  real',  he  said,  'is  not  the 
external  form,  but  the  essence  of  things.  Starting 
from  this  truth  it  is  impossible  for  anyone  to 
express  anything  essentially  real  by  imitating  its 
exterior  surface'.7  Head  of  a  Woman  deals  with 
one  of  the  traditional  themes  of  western  sculpture 
and  renews  it  by  generalisation,  the  removal  of 
all  specifics.  With  the  series  of  works  entitled 
Bird  in  Space,  however,  Brancusi  turned  to  a 
theme  that  by  virtue  of  its  immateriality  had  no 
prior  history  in  western  or  indeed  in  world  sculp- 
ture, 'the  essence  of  flight'.8  Brancusi's  earliest 
sculptures  on  the  theme  of  the  bird  entitled 
Maiastra  were  still  visibly  derived  from  a  bird's 
anatomy.  In  the  second  group  -  the  Golden  Birds  - 
the  forms  became  more  simplified  and  elongated 


but  it  was  not  until  the  earliest  versions  of  the 
Bird  in  Space  that  all  superficial  likenesses  were 
eliminated.  What  remained  was  an  upward  soar- 
ing form  that  in  its  precision  and  brilliance 
seemed  to  defy  gravity  and  deny  its  physicality. 

The  young  English  sculptors  Henry  Moore  and 
Barbara  Hepworth  reacted  strongly  to  the  work 
of  Brancusi  although  in  very  different  ways. 
Moore  admired  Brancusi's  rectitude  and  his  infin- 
ite respect  for  the  qualities  of  the  material  that  had 
to  be  shaped.  In  this  respect  few  modern  sculptors 
could  be  compared  with  him.  Moore,  however, 
found  his  work  almost  too  precious  and  he  look- 
ed beyond  the  work  of  his  immediate  contem- 
poraries such  as  Brancusi  to  the  most  vital  tradi- 
tions of  world  sculpture,  ancient  and  primitive. 
During  the  1930s  he  maintained  a  remarkable 
balance  between  abstract  qualities  of  form  and  a 
vital  expressiveness  that  he  found  most  con- 
spicuously in  the  sculpture  then  generally 
labelled  'primitive'.  Barbara  Hepworth,  on  the 
other  hand,  found  it  easy  to  accept  Brancusi's 
refinement.  After  her  meeting  with  Ben  Nichol- 
son, she  visited  Brancusi  in  his  studio  and  shortly 
after  joined  the  group  Abstraction  Creation.  By 
the  end  of  1934  her  work  had  become  completely 
abstract  although  never  entirely  geometrical  or 
coldly  rational. 

The  Norton  Simon  collection  does  not  repre- 
sent Moore  and  Hepworth  during  the  decade  of 
the  1930s  when  their  respective  aesthetics  were 
becoming  clearly  differentiated,  but  it  is  particu- 
larly strong  in  the  work  of  their  maturity.  The 
reclining  figure  had  undergone  numerous  trans- 
formations in  Moore's  hands  since  the  first 
versions  of  1928-1929  but  it  had  never  been 
draped.  Beginning  with  his  war  experiences 
Moore  felt  the  need  to  interpret  a  'more  "out- 
ward" attitude'.  With  the  Northampton 
Madonna  and  the  various  family  groups  the 
'Mediterranean  clement'  returned.  A  visit  to 
Greece  in  195 1  led  to  a  renewed  interest  in  drap- 
ery and  in  King  and  Queen,  1952-1953,  a  new 
addition  to  the  collection  and  Draped  Reclining 
Woman,  1957  (No.  10),  the  taut  folds  of  the  gar- 
ment unify  forms  that  in  many  earlier  versions 
had  been  more  suggestive  of  vegetable  and 
mineral  life  than  of  the  human  body.  By  this 
stage  of  his  career  Moore  had  abandoned  the 
belief  that  'a  stone  sculpture  was  superior  to  a 
modelling  .  .  .  since  it  is  the  quality  of  the  fmal 
result  which  counts,  no  matter  how  it  is  made'.9 
He  was  fully  prepared  to  evolve  new  processes, 
to  carve  in  plaster  and  cast  in  bronze.  A  decade 
later  he  felt  confident  enough  to  return  to  direct 
carving.  Reclining  Figure,  1966,  is  a  typical 
example  of  Moore's  later  carvings.  Executed  in 
white  marble,  it  is  a  work  of  the  greatest  refine- 
ment and  recalls  some  of  his  best  biomorphic 
abstractions  of  the  1930s.  Barbara  Hepworth  also 
began  to  feel  that  the  doctrine  of  'truth  to 
material'  could  be  expanded  to  include  a  variety 
of  ways  of  working  that  had  not  been  sanctioned 
by  the  most  rigid  of  exponents.  In  1956  she  began 
to  work  in  plaster  and  bronze.  The  greater  free- 
dom of  this  technique  allowed  her  to  work  on  a 
larger  scale  and  also  facilitated  a  more  spontan- 
eous expression  of  her  lyric  gifts.  Rock  Form 
(Portlicurno),  1964  (No.  11),  is  a  fine  example  of 
her  more  organic  mode  while  Four  Square 
(Walk  Through),  1966,  looks  back  to  her  more 
austere  style  of  the  1930s. 

John  Tancock  is  Head  of  the 
Department  of  Impressionist  and  Modern 
Painting,  Sotheby  Parke  Bernet,  New  York. 


10.  Henry  Moore.  Draped  Reclining  Woman, 
1957,  bronze.  Length:  82  inches. 


11.  Barbara  Hepworth.  RockForm  (Portlicurno ), 
1964,  bronze.  94  X  36J  X  13  inches. 


NOTES 

1.  John  Rewald,  'Maillol',  1939,  p.  13. 

2.  Albert  Elscn,  'The  Sculpture  of 
Henri  Matisse',  p.  16. 

3.  Ibid. 

4.  Alfred  Barr,  'Matisse  his  Art  and  his  Public', 
1951,  p.  121. 

5.  Henri  Laurens  quoted  in  the  catalogue  of  the 
exhibition  'Henri  Laurens',  Galerie  Claude 
Bernard,  i960,  p.  31  (author's  translation). 

6.  Werner  Hofmann,  'The  Sculpture  of  Henri 
Laurens',  1970,  p.  32. 

7.  Athena  T.  Spear,  'Brancusi's  Birds',  1969, 
P-37- 

S.  Ibid.  'Je  n'ai  chcrche  pendant  toute  ma  vie  que 
l'essence  du  vol.  Le  vol,  quel  bonheur!' 

9.  John  Hedgecoe  and  Henry  Moore,  'Henry 
Moore',  1968,  p.  447. 


240 


Books 


The  Development  of 

English  Glassmaking  1 560-1640 

Persian  Paintings  in 

the  Indian  Office  Library 

The  Guggenheim  Museum 
Collection.  Paintings  1 880-1945 

The  Monaster)'  of  Saint  Catherine 
at  Mount  Sinai.  Icons 

Mervyn  Peake 


Wine  glass,  engraved 
with  the  diamond-point, 
London,  dated  1602. 


The  Development  of 
English  Glassmaking 
1 560-1640 

By  Eleanor  S.  Godfrey 
288  pages,  illustrations 
London:  clarendon  press 

OXFORD  UNIVERSITY  PRESS 
£10.50 

The  break  that  happened  in  the  history  of  English 
glassmaking  in  1615,  with  the  change  from  fuel- 
ling with  wood  to  coal,  was  drastic  in  the 
extreme,  and  it  has  no  parallel  at  any  time  any- 
where. By  Royal  decree,  the  glass  industry  of  a 
whole  country  was  forced  to  change,  not  only  its 
technology  -  and  with  that  many  age-old  habits 
and  customs  -  but  also  its  location:  the  change  to 
coal  meant  a  complete  geographical  redistribu- 
tion of  glasshouses,  away  from  forest  areas  like 
the  Weald,  to  coal-bearing  regions  like  Stour- 
bridge and  Tyneside.  The  book  under  review 
covers  the  events  that  lead  up  to  161 5  and  those 
that  followed  the  decisions  of  that  momentous 
year. 

Some  main  lines  in  the  story  are  of  course  well 
known  to  students  of  glass  history  from  the  re- 
searches of  W.  M.  Thorpe  and  others.  The  names 
of  Jean  Carre  and  Sir  Robert  Mansell  are  familiar 
to  us  all,  each  usefully  associated  with  a  date:  for 
Carre  1567,  when  he  got  his  licence  for  the 
manufacture  of  windowglass  in  the  Weald  and 
for  glass  in  the  Venetian  manner  in  London.  For 
Mansell,  the  magic  year  161 5,  when  he  took  over 
from  Sir  Edward  Zouch  the  letter  patent  from  the 
King,  which  in  effect  put  him,  Mansell,  in  full 
charge  of  the  transforming  the  industry  from 
wood  to  coal  firing. 

But  we  have  all  been  full  of  unanswered 
questions,  not  only  about  what  happened  during 
these  momentous  years,  but  why  they  happened, 
and  who  were  the  people  and  personalities  who 
set  it  all  moving.  Dr.  Eleanor  Godfrey  has  put 
these  eighty  years  in  English  glass  history  under  a 
magnifying  glass,  and  she  has  come  up  with  a 
picture  of  the  period  which  immeasureably 
more  detailed  and  explicable  in  political,  econo- 
mic and  human  terms  than  what  we  had  before. 
She  is  an  economic  historian,  and  she  has  brought 
a  refreshingly  new"  angle  to  the  study  of  circum- 
stances, which  until  now  have  been  handled 
mostly  by  glass  historians.  An  American,  she  has 
spent  years  in  England,  researching  in  all  con- 
ceivable papers  and  documents  in  public  and 
private  collections.  The  enormously  large  and 
detailed  material  she  has  found,  has  been  worked 
into  a  clear  and  convincing  narrative.  And  while 
she  takes  us  through  the  mass  of  new  facts,  names 
and  events  she  has  unearthed,  she  does  not  only 
present  her  finds,  she  reasons  and  explains. 

When  Dr.  Godfrey  takes  up  her  story  there 
was  small  scale  but  quite  intensive  glassmaking 
going  on  in  the  Sussex  Weald,  with  traditions 
back  to  Mediaeval  times.  From  these  small 
beginnings  Jean  Carre  from  Flanders  -  about 
whose  personal  circumstances  Dr.  Godfrey  has 
much  to  relate  -  created  a  bigger,  better  and 
financially  a  sounder  industry.  He  brought  about 
an  injection  of  new  glassmakers  from  great 
Continental  centres,  many  of  them  Calvinists, 
who  found  refuge  in  England  from  religious 
prosecution.  The  wise  Carre  also  directed  the 
industry  towards  a  greater  concentration  on 
windowglass,  for  which  there  was  now  a  grow- 
ing demand,  and  not  only  from  churches.  Forest 


glassmaking  spread  to  other  parts  of  the  country, 
and  we  wish  that  Dr.  Godfrey  had  gone  into 
these  movements  in  detail,  instead  of  referring  us 
to  some  very  old  literature.  About  Carre's  other 
great  initiative,  that  of  establishing  Venetians  to 
produce  crystal  ware  in  London,  under  the 
leadership  of  Jacob  Verzelini,  Dr.  Godfrey  adds 
some  interesting  details  to  what  has  already  been 
studied  carefully  and  well  by  former  researchers. 

So  we  have  in  Elizabethan  England  the  same 
general  picture  as  that  which  is  known  from  the 
Continent  at  the  same  time:  forest  glassmaking 
for  utilitarian  goods  in  the  countryside,  in  urban 
surroundings  glassmaking  a  la  facon  de  Venise.  In 
Britain  the  latter  was  never  to  go  beyond 
London,  but  the  geography  and  exact  character 
of  English  forest  glassmaking  is  much  harder  to 
define.  Most  of  what  we  know  about  it  is  based 
on  chance  discoveries  by  archaeologists,  and  when 
their  work  has  been  followed  up  in  the  archives, 
the  results  have  often  been  meagre  and  difficult  to 
interpret.  We  recognise  in  somewhat  blurred 
outlines  a  pattern  similar  to  that  known  from  the 
Continent :  owners  of  forests  leased  their  land  to 
glassmakers  in  return  for  glass  and/or  money. 
Some  glassmakers,  among  them  Verzelini,  in- 
sured their  wood  supplies  by  acquiring  wood- 
lands themselves.  But  as  the  geographical  picture 
is  on  so  much  smaller  a  scale  than  what  we  know 
from  the  glassmaking  heartlands  on  the  Contin- 
ent, Lorraine,  Normandy,  Bohemia,  with  their 
enormous  stretches  of  forests  and  large  navigable 
rivers,  the  picture  of  glassmaking  in  England  is 
also  smaller  and  the  establishment  of  glasshouses 
more  sporadic. 

At  this  point  in  the  book,  the  reader  looks  for  a 
map,  but  in  vain.  Why  Dr.  Godrey  has  not 
provided  one  may  be  because  she  knows  that 
our  knowledge  of  forest  glassmaking  in  Eliza- 
bethan England  is  changing  all  the  time,  as 
archaeologists  go  to  their  work  better  prepared 
and  with  greater  purpose  and  determination,  and 
that  a  map  would  be  out  of  date  by  the  time  her 
manuscript  had  come  into  print.  What  she  has  to 
say  is  sufficient  to  establish  the  principle  of  the 
thing,  and  she  has  drawn  fully  and  intelligently 
on  that  most  fascinating  of  excavations  at  Bagot's 
Park  in  Staffordshire. 

As  we  approach  the  crucial  point  in  the  story, 
the  decree  of  1615,  our  questions  come  crowding 
in:  what  were  the  forces  behind  it,  in  its  econo- 
mic and  technological  implications,  and  who  was 
this  man,  Sir  Robert  Mansell,  who  took  into  his 
hands  the  formidable  task  of  putting  the  change 
from  wood  to  coal  into  practise. 

The  growing  scarcity  of  wood  reflected  itself 
in  rising  prices,  and  glassmakers  found  it  increas- 
ingly hard  to  sell  their  goods  at  prices  that  were 
acceptable  to  their  public  -  and  here  the  Glazier's 
Companies  figured  in  an  important  way.  Dr. 
Godfrey  gives  a  fascinating  sidelight  on  the 
attitude  of  those  in  political  power:  when  they 
were  interested  in  preventing  glassmakers  from 
using  wood,  it  was  because  glass  was  considered 
a  luxury,  not  a  necessity  like  iron  the  other 
great  consumer  of  wood.  With  this  attitude  in 
mind,  many  things  in  the  period  became  explic- 
able, which  earlier  seemed  difficult  to  grasp. 

A  feasible  method  of  firing  glass  furnaces  with 
coal  was  not  worked  out  by  the  glassmakers 
themselves.  Some  of  them  may  well  have  dabbled 
in  experiments,  others  put  up  a  stubborn  resis- 
tance against  coalfiring.  The  men  behind  the 
invention  that  really  worked  were  organisers  and 
entrepreneurs  with   financial  interests  in  the 
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industry,  but  not  involved  in  the  day  to  day 
running  of  specific  glasshouses. 

In  her  search  for  the  'true  inventor',  Dr. 
Godfrey  uses  the  method  of  elimination.  She  cuts 
-  out  the  Weald  glassmakers,  who  resisted  coal- 
firing  so  determinedly  and  so  long  under  the 
leadership  of  Isaac  Bungar.  Also  Paul  Tysack, 
who  cleverly  had  moved  away  from  the  Weald 
to  Stourbridge  at  an  early  stage,  as  if  in  prepar- 
ation for  what  was  to  come. 

The  main  instigator  of  the  preparations  to  the 
switch  from  wood  to  coal  was,  according  to  Dr. 
Godfrey,  Sir  Edward  Zouch,  the  holder  of  the 
monopoly  for  glassmaking  from  1611  to  1615, 
and  the  technical  inventor  was  one  Dr.  Thomas 
Percival,  a  new  name  in  a  crucial  position  at  a 
crucial  moment.  May  some  persistent  archivist  go 
looking  for  him,  for  we  want  to  know  more 
about  him.  The  method  itself  was,  as  we  know, 
based  on  changes  in  the  construction  of  the 
furnace,  as  described  in  the  well  known  quotation 
from  Sturtevant,  and  the  place  was  Winchester 
House,  Southwark,  London. 

Weary  with  the  effects  and  weighed  down  by 
debts,  Zouch  and  his  co-monopolists  were  glad 
to  sell  their  rights  and  their  duties  to  another 
group,  from  which  Mansell  emerged  almost 
immediately  as  the  leading  personality.  No 
reader  of  Thorpe  can  forget  his  description  of 
Mansell  as  'a  Welshman  with  the  manners  of  an 
admiral  and  the  brains  of  a  financier'.  Dr. 
Godfrey  quotes  it,  and  shows  that  it  really  gives 
something  of  the  man.  She  never  tries  to  draw  a 
literary  portrait  of  him,  but  from  her  sober  and 
straightforward  narrative  of  what  happened  from 
year  to  year  during  the  long  period  when  he 
guided  the  English  glass  industry  into  new 
channels,  a  much  more  subtle  and  alive  picture 
of  him  emerges.  He  was  a  man  with  a  gift  for 
thinking  large,  he  was  persistent,  patient  and 
purposeful,  he  could  cope  with  opponents  with 
tact  or  with  decisiveness  as  the  situation  called 
for,  and  he  could  handle  a  political  situation 
with  dexterity.  Through  endless  troubles  and 
difficulties  he  created  in  England  an  entirely  new 
kind  of  glass  industry,  successfully  and  on  a  nation- 
wide scale.  His  insight  into  practical  glassmaking 
must  have  been  deep  indeed,  and  his  'financier's 
brain'  stood  him  in  good  stead  when  it  was  a 
question  of  finding  the  cheapest  transport,  the 
most  profiablc  products  or  how  to  meet  competi- 
tion from  Scotland  and  Ireland.  Dr.  Godfrey 
finds  no  evidence  of  graft  or  bribery  in  his  story, 
a  point  also  noted  by  Thorpe.  A  few  years  ago 
a  painted  portrait  of  Mansell  was  discovered, 
which  figures  as  frontispiece  in  the  book.  It  is 
magnificent  in  posture  and  costume,  but  the  face 
is  unfortunately  very  heavily  restored.  How 
interesting  it  would  have  been  to  scrutinise  the 
features  and  look  in  the  eyes  of  this  extraordinary 
man  and  personality  in  English  glass  history. 

Dr.  Godfrey  gives  the  very  interesting  infor- 
mation that  the  'black  bottle',  that  most  revolu- 
tionary of  English  inventions,  was  worked  out, 
not  as  we  have  been  told  before,  V.  1650'  but 
during  the  years  1633— 1634,  and  she  can  even 
attach  a  name  to  the  invention,  that  of  Sir  Kcnelm 
Digby.  May  we  imagine  that  the  real  inventor 
was  one  of  the  practising  chemists  who  worked 
for  this  eccentric  gentleman  scientist? 

While  the  period  is  immensely  important 
historically,  it  is  poor  in  preserved  glass.  Frag- 
ments from  old  glasshouse  sites  often  pose 
questions  which  are  hard  to  answer.  Glass  found 
in  other  contexts  archaeological  can  rarely  be 


proved  to  be  English.  No  effort  has  as  yet  been 
made  of  a  synthesis  of  all  the  fragments  found  - 
perhaps  it  is  too  early.  But  what  we  do  have  and 
treasure  is  the  group  of  glasses  associated  through 
their  engraved  dates  and  consistent  style  with  the 
name  of  Verzelini.  Dr.  Godfrey  fills  out  and 
rounds  off  the  story  of  glassmaking  a  la  facon  de 
Venise  in  London  in  a  fascinating  manner. 

In  1595  Jacob  Verzelini's  patent  ran  out,  and  he 
retired  to  the  country.  Now  follows  a  dark  inter- 
lude. His  rights  were  fought  over  and  infringed 
upon,  Master  Jacob's  two  sons,  Francis  and  Jacob, 
were  imprisoned  and  a  William  Robson,  a  City 
man,  takes  the  stage.  He  is  another  important 
new  name  uncovered  by  Dr.  Godfrey.  He  took 
over  the  running  of  the  Blackfriars  glasshouse  in 
London,  which  was  still  staffed  with  Venetian 
workmen,  but  Robson  began  to  introduce 
Englishmen  among  their  numbers.  The  'Barbara 
Potter'  glass  of  1602,  which  graces  the  jacket  of 
the  book,  must  have  been  made  during  Robson's 
period  at  Blackfriars.  In  161 5  he  was  forced  to 
close  the  glasshouse  under  the  decree  forbidding 
the  use  of  wood,  but  crystal  production  from 
coal-fired  furnaces  was  continued  in  Broad 
Street,  another  old  Verzelini  installation,  under 
Robson's  direction,  but  now  as  Mansell's  em- 
ployee. In  161 8  Robson  left  London  to  manage 
the  sale  of  windowglass  from  the  Mansell 
factories  on  Tyneside,  and  the  management  of 
Broad  Street  was  taken  over  by  James  Howell, 
familiar  to  us  all  from  the  spirited  diaries  he  kept 
during  his  journey  to  Italy  to  recruit  new  glass- 
workers  to  London.  Surprisingly,  Dr.  Godfrey 
maintains  that  Broad  Street  became  a  financial 
mainstay  of  the  whole  Mansell  group.  Mansell 
himself  lived  in  'Marquess  House,  Broad  Street' 
during  the  1630s. 

In  1642  the  whole  policy  of  monopolies  was 
abolished.  From  being  given  as  encouragement 
and  protection  to  people  who  had  a  new  and  real 
contribution  to  make  to  the  economy  and  well- 
being  of  the  country,  privileges  and  monopolies 
had  become  tools  for  favouritism  and  payment 
for  politically  useful  people  by  the  court,  and  the 
system  fell  with  the  monarchy.  But  Mansell's 
edifice  did  not  collapse.  He  continued  to  make 
glass  until  his  death  in  1656,  when  his  furnaces 
were  taken  over  by  the  glassmakers  who  had  run 
them,  Tysacks  and  Hcnzcys,  and  the  Broad  Street 
crystal  house  also  continued  to  function.  Dr. 
Godfrey  tells  us  that,  contrary  to  former  beliefs, 
glassmaking  seems  to  have  increased  during  the 
Commonwealth  -  and  thus  her  narrative  links  up 
without  break  with  the  glass  history  of  the 
Restoration  that  culminates  in  the  Ravenscroft 
invention. 

During  the  period  covered  by  this  book,  the 
glass  industry  in  England  was  transformed  from  a 
small,  provincial  and  old  fashioned  country  craft 
to  a  nationwide  industry  that  covered  most  needs 
for  glass  in  England,  and  with  something  to  spare 
for  export.  Technologically  it  was  the  most 
advanced  in  Europe.  The  new  coal-fired  English 
glass  industry  bore  in  it  seeds  of  greater  things  to 
come  -  without  Carre  and  Mansell,  no  Ravens- 
croft. 

The  book,  of  necessity,  contains  few  pictures, 
but  the  text  is  so  full  of  new  facts,  that  this  survey 
only  gives  a  taste  of  all  there  is  in  it.  A  detailed 
index  makes  it  easy  to  find  one's  way  in  such 
riches  of  new  and  fascinating  material. 

Ada  Polak 


B.  W.  Robinson,  formerly  Keeper  Emeritus  at 
the  Victoria  and  Albert  Museum,  London,  has  at 
last  provided  a  descriptive  catalogue  to  the 
'Persian  Paintings  in  the  India  Office  Library' 
(272  pages,  numerous  illustrations  with  colour; 
London:  Sotheby  Parke  Bernet;  ,£20.00)  which 
will  be  of  much  use  to  scholars  and  devotees  of 
Islamic  art.  I  say  'at last' as  this  mammoth  task  has 
taken  Mr.  Robinson  sixteen  years  to  complete 
and  it  is  only  fitting  that  the  result  of  his  toils 
should  appear  in  the  year  of  The  World  of  Islam 
exhibitions  and  the  corresponding  interest  in  the 
subject.  Illustrated  is  a  Drunkard  under  a  Tree, 
drawing,  Qazwin  style,  second  half  of  the  six- 
teenth century. 


The  Guggenheim  Museum 
Collection.  Paintings  1 880-1945 

By  Angelica  Zander  Rudenstine 
2  Volumes 

Volume  1:  391  pages,  numerous 
illustrations  with  colour 
Volume  11 :  356  papers,  numerous 
illustrations  with  colour 

New  York:  solomonr.  Guggenheim  museum 

Curvilinear  and  unexpected,  the  Solomon  R. 
Guggenheim  Museum  breaks  the  long  vista  of 
perpendicular  lines  presented  by  the  towering 
skyscrapers  of  Fifth  Avenue.  Frank  Lloyd 
Wright's  spiral  building  is  an  experience  in  itself, 
but  it  has  unfortunately  not  the  adaptability  that 
the  collection  it  houses  demands.  In  his  preface  to 
these  two  volumes  the  present  Director  admits 
that  whilst  being  one  of  the  finest  modern  art 
collections  in  the  world,  it  also  remains  one  of 
the  least  seen.  A  chance  to  gain  greater  familiarity 
with  part  of  this  collection  is  now  offered  by  the 
publication  of  the  first  part  of  the  Museum's 
catalogue. 

The  present  collection  was  formed  through 
piecemeal  acquisitions  and  through  generous 
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bequests  of  large  groups  of  works.  First  of  these 
was  the  private  collection  of  Solomon  R. 
Guggenheim  following  the  creation  in  1937  of 
the  Solomon  R.  Guggenheim  Foundation,  the 
parent  body  of  the  Museum  itself.  The  Museum 
was  originally  entitled  the  Museum  of  Non- 
Objective  Painting,  the  title  reflecting  the  interest 
of  its  first  creator,  Baroness  Hilla  Rebay  von 
Ehrenwiesen,  who  acquired  for  the  Museum 
abstract  paintings  by  Kandinsky  and  Rudolf 
Bauer.  After  Solomon  R.  Guggenheim's  death 
the  Museum  took  on  his  name  and  in  1953  re- 
ceived the  bequest  of  Katherine  S.  Drcicr,  a 
patron  of  Mondrian.  Her  small  but  select  bequest 
contributed  a  number  of  important  sculptures  to 
the  collection.  The  most  recent  addition  has  been 
the  loan  since  1965  of  the  Justin  K.  Thannhauser 
collection,  but  none  of  these  seventy-five  works 
which  include  thirty-four  paintings  and  drawings 
by  Picasso,  have  been  included  in  this  catalogue.  A 
subsequent  volume  will  be  devoted  to  this  collec- 
tion as  others  are  intended  to  cover  the  Peggy 
Guggenheim  collection  in  Venice  (shortly  to  be 
administered  by  the  Solomon  R.  Guggenheim 
Foundation),  Sculpture  and  Works  on  Paper, 
1880-1945,  and  finally  Works  of  the  Post-World 
War  n  Era. 

Even  these  first  two  volumes  on  the  paintings 
of  the  period  1880-1945  are  selective.  In  the 
preface  the  Director  admits  that  'lesser  examples 
by  major  artists  or  accumulations  of  works  that 
have  in  decades  past  remained  marginal  to  the 
Collection  as  a  whole'  have  been  omitted.  This 
raises  the  question  as  to  whether  or  not  lesser 
known  works  and  artists  will  demand  reassess- 
ment at  a  later  date  and  whether  such  selection 
distorts  the  history  of  taste  as  it  is  inferred  from  a 
collection  of  this  kind.  The  argument  put  forward 
by  the  Director  to  justify  this  selection  is  that 
inclusion  of  these  minor  works  would  have 
'diluted  the  substance  of  the  catalogue'. 

The  research,  documentation  and  responsibility 
for  the  authorship  of  this  catalogue  has  been 
undertaken  by  Angelica  Zander  Rudenstine  with 
the  collaboration  of  members  of  the  Museum's 
staff  and  numerous  individuals.  Its  intention  is  to 
give  as  much  relevant  factual  information  as 
pertains  to  each  picture  and  the  most  thorough 
and  rigorous  research  has  been  brought  to  bear 
on  each  work  in  order  to  do  this.  Not  only  have 
the  relatives  of  the  artist  or  sitter  in  question  been 
traced,  but  also  those  of  past  owners  in  order 
that  exact  dating  for  the  provenance  of  each 
work  can  be  established.  Where  points  of  dis- 
cussion are  raised  relevant  experts  have  been 
consulted,  their  conclusions  discussed  and  com- 
pared, and  in  several  entries  a  considerable 
amount  of  original  research  has  been  done  on  the 
part  of  the  author  and  her  assistants.  The  repro- 
duction in  black  or  white  or  colour  of  every 
painting  and  the  detailed  description  of  the  condi- 
tion of  each  work  makes  the  present  two  volumes 
on  the  Tate's  modern  collection  appear  outdated. 
The  signatures  and  inscriptions  on  the  back  of 
each  painting  are  also  reproduced  as  are  related 
sketches. 

The  collection  is  most  famous  for  its 
Kandinskys  and  almost  half  of  the  first  volume 
is  devoted  to  this  artist;  the  seventy  paintings 
discussed  make  this  publication  an  important 
contribution  to  Kandinsky  studies.  Another 
artist,  Robert  Delaunay,  is  particularly  well 
represented  for  the  1909-1912  period.  Two 
interesting  conclusions  arrived  at  in  this  catalogue 
are  that  his  Eiffel  Tower  with  Trees  should  now 


be  dated  1910  and  not  1909  and  that  the  set  of 
six  related  drawings  to  the  Red  Eiffel  Tower  are 
now  seen  to  post-  and  not  pre-date  the  painting. 
Other  artists  well  represented  are  Leger,  Gleizes, 
Mondrian  and  Moholy-Nagy.  The  latter  artist's 
work  is  preceded  by  a  list  of  the  various  types  of 
plastic  material  he  used  and  their  different 
properties. 

The  catalogue  inevitably  makes  an  important 
contribution  to  the  study  of  twentieth  century 
art  and  is  an  essential  acquisition  for  art  libraries.  Its 
thorough  investigation  of  every  facet  pertaining 
to  each  work  and  its  clear  presentation  of  material 
makes  it  a  leading  example  in  its  field.  One  minor 
criticism  is  that  the  translation  of  foreign  quota- 
tions is  not  consistent  and  another  that  pages  445 
and  446  have  been  bound  upside  down.  The 
clear  documentation  of  some  two  hundred  and 
fifty  paintings  leads  one  to  share  the  Director's 
hope  that  this  publication  will  lead  to  a  more 
permanent  method  of  presentation  of  this  famous 
collection. 

Frances  Spalding 


The  Monastery  of  Saint  Catherine  at  Mount 
Sinai  was,  prior  to  a  series  of  expeditions  from  the 
Universities  of  Alexandria,  Michigan,  and 
Princeton,  between  1958  and  1965,  relatively 
unknown  for  its  immense  collections  of  frescoes, 
icons,  illustrated  manuscripts  and  objets  d'art.  The 
expeditions  resulted  in  a  detailed  photographic 
record  of  these  treasures,  many  of  which  were  in 
a  rare  state  of  preservation.  This,  the  first  volume 
on  the  icons,  covers  the  sixth  to  the  tenth  century 
examples  of  from  what  is  probably  the  world's 
richest  collection  of  Byzantine  icons.  'The 
Monastery  of  Saint  Catherine  at  Mount  Sinai' 
(107  pages  text,  numerous  illustrations  with 
colour  plates;  Princeton  University  Press, 
Princeton,  nj;  £48.60  until  31  December  1976, 
,£59.10  thereafter)  is  by  Kurt  Weitzmann,  who 
was  on  the  initial  exploratory  expedition  and  was 
closely  involved  throughout  the  cataloguing  and 
displaying  of  the  icons  at  the  monastery. 

Virgin  between  Saint  Theodore  and  Saint  George, 
sixth  century.  Height:  68.5  cm.; 
Width:  49.7  cm.;  Thickness:  1.5  cm. 


Mervyn  Peake 

By  John  Watney 

255  papers,  58  illustrations 

London:  michael  Joseph 

£6.50 

One  of  the  problems  of  writing  the  biography  of 
an  artist  is  that,  usually,  his  works  are  the  most 
interesting  thing  about  him.  His  adventures  are 
internal  and  may  leave  scarcely  a  mark  on  every- 
day life.  Thus,  Mervyn  Peake  was  bom  of 
missionary  parents  in  China  in  191 1  and  remained 
on  good  terms  with  them,  although  he  joined  the 
avant  garde  on  growing  up  and  made  friends  of 
whom  they  could  not  possibly  have  approved. 
After  an  initial  phase  of  flamboyant  dress,  he 
reverted  to  an  ordinary  appearance.  His  marriage 
was  extremely  happy  and  he  had  three  children. 
People  found  him  good  company.  His  business 
sense  was  rudimentary  which  added  to  his 
difficulties  with  bills,  fees,  income  tax  and  the 
thousand  other  boring  details  that  even  the 
unworldly  are  expected  to  take  notice  of. 

He  was  posted  to  various  places  in  England 
during  the  war,  but  the  military  life  proved  so 
alien  to  the  kingdom  of  the  imagination  he 
customarily  inhabited  that  he  had  a  nervous 
breakdown.  Released  from  that  intolerable 
servitude,  he  applied  himself  to  writing,  painting 
and  drawing  with  energy,  for  money  was 
desperately  short. 

This  book  shows  him  almost  entirely  in  a 
domestic  context,  the  fond  husband  and  father, 
as  recollected  by  his  wife  and  children.  Small 
stress  is  laid  on  the  fact  that  he  was  well  known 
in  the  London  literary  and  artistic  world  of  the 
'forties  and  'fifties.  His  work  was  admired  by 
people  of  respectable  judgement,  though  these 
were  unfortunately  too  few  to  affect  sales  to  any 
appreciable  extent.  But  it  did  mean  that  he  was 
offered  a  series  of  commissions  as  an  illustrator: 
twenty  four  between  1940  and  i960.  Had  he 
lived,  he  would  now  be  enjoying  an  international 
reputation. 

It  is  one  of  the  triumphs  of  Mr.  Watncy's 
restrained  style  that  he  conveys  the  full  horror  of 
the  illness  which  gradually  overcame  Peake  and 
of  his  struggle  against  it.  We  read  how  this  active 
and  vital  man  began  to  tremble  uncontrollably,  to 
wander  from  place  to  place,  to  grow  forgetful,  to 
lose  all  power  of  concentration;  how  his  writings 
became  gibberish  and  his  faculties  so  weak  that 
he  could  not  understand  the  book  he  was  sup- 
posed to  be  illustrating  nor  remember  the  passage 
his  wife  had  just  read  out  long  enough  to  make  a 
simple  drawing;  how  the  pencil  would  fall  from 
his  shaking  hand  as  he  sank  down  in  utter  weari- 
ness and  confusion.  He  knew  what  was  happen- 
ing and  endured  many  years  before  passing  into 
a  vegetable  state. 

His  working  life  was  short,  and  during  that 
time  he  wrote  over  twenty  books  and  made 
thousands  of  drawings.  The  name  he  now  has 
rests  mainly  on  two  of  his  books,  'Titus  Groan' 
and  'Gormenghast'.  These  have  been  read  and 
re-read  by  earnest  persons  who  have  found  all 
kinds  of  mystical  and  other  felicities  in  them. 
They  are  extraordinary  books,  picaresque,  full  of 
vivid  scenes  which  could  be  drawn  with  the 
pencil  as  effectively  as  they  are  described  in 
words.  It  is  writing  at  its  most  visual.  The  world 
disclosed  in  them  is  perfectly  original,  although 
one  is  vaguely  reminded  of  Carroll,  Peacock  and 
Poe.  The  mood  ranges  from  the  poetical,  the 
tender,  the  hilarious,  the  farcical,  the  frightening 


Henry  Rousseau. 

Liberty  inviting  tlic  artists  to  take  part  in  the 

twenty-second  exhibition  of  Independants,  1906. 

Private  Collection,  Zurich. 

From  Carolyn  Keay's  'Henri  Rousseau' 

(192  pages,  90  illustrations  and  32  colour  plates) 

published  by  Academy  Editions, 

London,  £15.75. 

to  a  sentimentality  that  grates  on  the  nerves.  His 
best  writing  is  perhaps  to  be  found  in  his  poems 
where  control  is  firmer  and  beauty  and  depth  ot 
language  and  feeling  do  not  have  to  be  too  long 
sustained. 

His  draughtsmanship  is  superb  and  his  stature 
as  an  illustrator  has  not  yet  been  fully  recognised. 
It  is  difficult  to  think  of  another  English  twen- 
tieth-century artist  who  has  commanded  such 
fertility  of  imagination  combined  with  sureness 
of  line.  Louise  Coins 


Books  Received 

Princes  and  Artists 

Patronage  and  ideology  at 

four  Habsburg  courts,  1517-1633 

By  Hugh  Trevor-Roper 

176  pages;  illustrations 

London:  Thames  and  Hudson 

£6.50 

Victorian  Jewelry 

By  Nancy  Armstrong 

160  pages;  illustrations  with  colour 

London:  studio  vista 

£S.oo 

The  Classified  Directory  of  Artists' 
Signatures,  Symbols  and  Monograms 

By  H.  H.  Caplan 
738  pages 

London:  george  prior;  £29.50 
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Joseph  T.  Butler 


SELLING  NEW  YORK: 
ADVERTISING  FROM  THE 
BELLA  C.  LANDAUER  COLLECTION 
From  thousands  of  posters,  trade  cards,  railroad 
ephemera,  tobacco  items  and  theatre  materials, 
selections  relating  to  the  New  York  consumer 
from  the  1840s  to  the  turn  of  the  century  have 
been  chosen  for  the  exhibition  Selling  Neii>  York : 
Advertising  from  the  Bella  C.  Landauer  Collection, 
which  can  currently  be  seen  at  The  New- York 
Historical  Society  (New  York  City).  The  show 
will  have  an  extended  run. 

Bella  C.  Landauer  started  to  assemble  her 
collection  in  1923  with  the  purchase  of  several 
scrapbooks  of  bookplates  bought  to  help  a  young 
man  in  need  of  money.  Branching  out  in  a  way 
she  was  frequently  to  repeat,  she  turned  to  buying 


merchants  trade  cards.  These  small  cards  engraved 
or  lithographed  with  shopkeepers'  and  manufac- 
turers' names,  addresses  and  specialities  were 
frequently  decorated  with  views  of  shops,  fact- 
ones  and  products.  In  time,  Mrs.  Landauer  col- 
lected aviation,  automobile,  and  sheet  music 
collections  -  all  of  them  featuring  advertising. 
The  collector  had  an  extraordinary  sense  of  cul- 
tural hist  on  .  and  the  wit  to  know  that  if  she  pre- 
served whatever  advertisement  came  her  way 
she  might  leave  decisions  of  selection  to  later 
generations.  The  range  of  the  collection;  as 
indicated  on  the  volumes  included  'Jewellery, 
Lawyers,  Leather  Goods;  Opticals,  Packing, 
Paper,  Plastics;  Radium,  Real  Estate,  Religion; 
and  Undertakers,  Warehouses  and  Waterworks'. 

Encompassing  a  wide  variety  of  products  and 
services  from  the  Automatodeon,  a  steam- 
powered  musical  instrument  mounted  on  a 
circus  wagon  to  Zylobalsamium,  the  magic 
ingredient  in  a  hair  restorer,  advertising  posters 
are  an  index  to  the  tastes  and  buying  habits  of  the 
New  Yorkers  who  lived  in  the  last  half  of  the 
nineteenth  century  and  the  early  years  of  the 
twentieth  century.  They  provide  views  of  the 
home,  fashions,  and  theatre,  and  illustrate  the 
latest  labour-saving  devices,  such  as  'The  Electric 
Extractor'  for  the  removal  of  'Paint,  Oil,  Tar, 
Varnish  .  .  .  and  Fruit  stains  from  Garments  and 
all  Silk,  Woolen  and  Linen  Fabrics'.  The  products 
and  services  of  the  Great  Atlantic  and  Pacific  Tea 
Company,  E.  Butterick  and  Company  Fashions, 
J.  P.  Coats  Company,  Colt  Patent  Fire  Arms,  and 
The  New  York  Times  are  still  available  today. 
Others,  such  as  cures  from  'the  Celebrated  Wild 
Cherry  Tonic'  for  nervous  disorders,  dyspepsia, 
jaundice,  bilious  complaints,  loss  of  appetite  and 
general  debility,  have  disappeared.  Also  illus- 
trated are  the  beginnings  of  modern  advertising 
techniques. 

1.  Colonel  Katie's  Coach, 
copyright  by  J.  B.  Brewster  and  Company, 
lithograph  by  Endicatt  and  Company, 
New  York  City,  1876. 
The  New-York  Historical  Society, 
Bella  C.  Landauer  Collection. 


THE  STRUGGLE  AND  THE  GLORY 
Life  at  the  time  of  the  American  Revolution  is 
expressed  in  the  participant's  own  words  in  this 
important  Bicentennial  exhibition  which  can  be 
seen  through  2  January  1977  at  the  Henry  Ford 
Museum  in  Dearborn,  Michigan.  'The  Struggle 
and  the  Glory'  shows  for  the  first  time  a  major 
unpublished  collection  of  Revolutionary  period 
diaries,  cartoons,  letters,  maps  and  broadsides.  In 
addition  to  the  written  materials,  a  profusion  of 
original  weapons,  furniture,  tools,  lamps,  dry 
goods,  cookware,  transportation  devices  and 
other  material  necessities  that  were  in  use  during 
the  Revolution  depict  life  in  the  colonies  from 
1755  to  1789.  Numerous  displays  range  from 
household  settings  of  furniture  and  accessories 
used  by  colonial  families  to  a  dramatic  seven- 
screen  theatre-in-the-round  where  visitors  are 
encircled  by  the  colour  and  noise  of  Revolution- 
ary battles. 

The  words  of  America's  founders  accompany 
visitors  throughout  a  walk  through  the  Revolu- 
tion that  starts  with  the  outbreak  of  the  French 
and  Indian  War  and  goes  on  to  acquaint  one  with 
colonial  land  disputes,  the  people,  the  Revolu- 
tionary War  and  the  new  nation.  First-hand 
accounts  by  Washington,  Hancock,  Burgoyne, 
Arnold,  Adams,  Wayne  and  others  who  were 
actually  there  give  a  remarkable  authenticity  to 
this  expression  of  the  Revolution. 

In  the  exhibition's  first  section  a  printer 
uses  an  eighteenth-century  press  to  print 
French  and  Indian  War  'Call  to  Arms'  recruiting 
broadsides  that  are  given  to  the  exhibition's 
visitors.  This  section  of  'The  Struggle  and  the 
Glory'  presents  Britain's  defeat  of  France  in  a 
conflict  over  land  use.  It  also  prepares  visitors  for 
a  close  look  at  colonial  settlers.  The  second  sec- 
tion dramatises  the  colonists'  ethnic  diversity  and 
regional  differences.  Shop  windows  display  the 
imported  wares  that  colonists  depended  on  prior 
to  the  Revolution. 

The  stark  reality  of  a  new  American  nation 
severed  from  and  at  war  with  England  greets  the 
visitor  as  he  crosses  a  plank  road,  passes  a  liberty 
pole  and  enters  the  major  section  of  the  show. 
The  problem  of  the  Revolution  are  everywhere. 
Only  a  third  of  the  colonists  support  the  break 
from  England.  Nothing  short  of  a  draft  is  going 
to  save  America,  Anthony  Wayne  warns  his 
countrymen.  Washington  admonishes  Colonel 
Theodorick  Bland  'don't  resign!' 

All  around  are  weapons,  provisions,  musical 
and  navigational  instruments,  uniforms  and  other 
equipage  of  the  Revolutionary  War.  The  bed 
that  George  Washington  used  during  Revolu- 
tionary campaigns  is  set  up  along  with  his  camp 
chest  as  if  awaiting  his  use.  Ahead  a  dramatic 
theatre-in-the-round  brings  visitors  into  the 
battles  of  the  Revolution.  The  final  battle  of  the 
Revolution  at  Yorktown  is  presented  on  film  in 
another  theatre.  The  exhibition  concludes  with 
a  thoughtful  look  at  the  new  nation.  In  observing 
the  way  colonists  lived,  visitors  see  less  British 
influence.  A  new  American  nationalism  is  exemp- 
lified by  a  bowl  emblazoned  with  the  message 
'Don't  let  our  constitution  be  frustrated'. 

Problems  of  finances,  prisoners  of  war  and 
foreign  opinion  are  threads  of  concern  running 
through  the  post-Revolutionary  letters  that  are 
on  exhibit.  But  the  major  problem,  how  to  bring 
the  thirteen  divided  colonies  into  a  union,  is  re- 
solved by  the  ratification  of  a  constitution  and  the 
swearing  in  of  George  Washington  as  President 
of  the  new  nation  in  a  ceremony  that  is  dramatic- 
ally portrayed  at  the  conclusion  of  the  exhibition. 
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LONG  ISLAND  IS  MY  NATION, 
THE  DECORATIVE  ARTS 
AND  CRAFTSMEN  1640-1830 
A  major  loan  exhibition  of  Long  Island  decora- 
-  tive  arts  organised  by  the  Society  for  the  Preser- 
,  vation  of  Long  Island  Antiquities  can  be  seen  at 
the  Art  Museum  of  The  Museums  at  Stony 
Brook,  Long  Island,  New  York  through  2 
January  1977.  This  exhibition  represents  the 
first  significant  attempt  to  explore  Long  Island's 
rich  and  diverse  cultural  heritage  as  reflected  in 
the  decorative  arts. 

Published  concurrently  with  the  exhibition  is 
a  bulky  catalogue  which  explores  the  subject  in 
greater  depth  and  includes  illustrations  of  more 
than  two  hundred  and  fifty  objects.  An  important 
feature  of  the  catalogue  is  the  appendix  listing 
pertinent  information  about  more  than  one 
thousand  woodworking  and  metalworking  crafts- 
men active  on  Long  Island  during  this  period. 
The  appendix  and  the  introductory  essays  to  each 
chapter  present  the  results  of  intensive  research 
in  both  public  and  private  documents  collections. 

Beginning  withan  examination  of  seventeenth- 
century  Dutch  settlement  at  the  western  end  and 
English  settlement  at  the  eastern  end,  the  exhibi- 
tion and  catalogue  survey  the  most  important 
aspects  of  Long  Island's  material  culture  through 
the  era  of  town  growth  at  the  beginning  of  the 
nineteenth  century.  On  show  will  be  approxi- 
mately one  hundred  and  fifty  objects  either  made 
or  owned  on  Long  Island,  many  of  them  from 
private  collections  and  never  before  on  public 
view.  While  focusing  on  furniture,  the  exhibi- 
tion will  also  include  silver,  paintings,  textiles, 
and  ceramics.  Among  the  objects  selected  are 
unpublished  tall-case  clocks  by  the  Rhode  Island 
clockmaker  William  Claggett  and  the  East 
Hampton  craftsman  Nathaniel  Dominy  iv,  a 
New  York  William  and  Mary  style  high 
chest,  examples  of  New  York  silver  by  Richard 
van  Dyck,  Simeon  Soumaine,  and  Benjamin 
Wynkoop,  and  representative  examples  of  the 
furniture  forms  most  closely  associated  with 
Long  Island:  the  kas,  the  double-panelled  chest, 
and  the  Queen  Anne  style  splat-back  chair. 


2.  High  Chest  of  Drawers, 
Oyster  Bay,  Long  Island, 
cherry  and  tulip  popular, 

1730-1750. 
Raynham  Hall,  Oyster  Bay. 


AMERICAN  BALLET  THEATRE 

This  fascinating  exhibition  was  seen  earlier  this 
year  at  the  Library  and  Museum  for  the  Perform- 
ing Arts  at  Lincoln  Center,  New  York  City.  It 
was  organised  through  a  collaborative  effort 
by  the  International  Exhibitions  Foundation, 
Washington  DC,  and  American  Ballet  Theatre 
and  is  currently  circulating  across  the  country. 

Founded  in  New  York  in  1939,  the  American 
Ballet  Theatre  has  become  one  of  the  world's 
foremost  dance  companies,  unique  for  its  marri- 
age of  classical  and  contemporary  dance.  It  has 
produced  great  American  dancers,  and  has  been 
a  haven  for  foreign  and  emigre  performers  as 
well.  It  has  drawn  upon  the  choreographic  genius 
of  Agnes  de  Mille,  George  Balanchine  and 
Jerome  Robbins  among  others.  And  it  has  em- 
ployed the  talents  of  artists  such  as  Eugene 
Berman,  Raoul  Pene  du  Bois,  Mstislav 
Dobujinsky,  Irene  Sharaff,  Cecil  Beaton,  Jo 
Mielziner,  Oliver  Smith  and  Boris  Aronson  who 
have  produced  costume  and  stage  designs  express- 
ly for  the  American  Ballet  Theatre. 


TWO  CENTURIES  OF 
BLACK  AMERICAN  ART 
The  first  comprehensive  survey  of  the  black 
contribution  to  the  arts  of  America  is  being 
presented  at  the  Los  Angeles  County  Museum  of 
Art  (California)  through  21  November.  Made 
possible  through  grants  from  the  National 
Endowment  for  the  Humanities  and  Philip 
Morris  Incorporated,  the  exhibition  was  organ- 
ised for  Los  Angeles  by  Professor  David  Driskell, 
Chairman  of  the  Art  Department  of  Fisk  Uni- 
versity, Nashville,  Tennessee.  Over  two  hundred 
works  by  sixty-three  artists  are  shown,  includ- 
ing paintings,  sculpture,  drawings,  graphics, 
crafts  and  decorative  arts. 

Beginning  with  the  work  of  the  anonymous 
slave  artisans  of  the  colonial  period,  the  exhibition 
traces  the  development  of  Afro-American  art 
through  the  generally  traditional  academic  work 
of  the  late  eighteenth  and  nineteenth  centuries, 
the  dynamic  'Negro  Renaissance'  of  the  1920s, 
the  wpa  murals  and  other  public  works  of  the 
Great  Depression,  the  Nco-primitivism  and 
social  protest  art  of  the  'thirties  and  'forties, 
concluding  with  the  multi-faceted  explorations 
of  the  mid-twentieth  century.  Architectural 
elements  and  decorative  objects  including 
pottery,  basketry,  woodcarvings  and  intricate 
ironwork  (many  incorporating  African  motifs) 
are  the  earliest  works  represented  in  the  exhibi- 
tion, attesting  to  the  artistry  of  anonymous  slaves 
whose  traditional  sensibilities  were  abruptly 
rcchanneled  into  skilled  labour  upon  their  arrival 
in  the  New  World. 

Some  work  from  the  late  eighteenth  and 
nineteenth  centuries  is  by  artists  who  achieved  a 
degree  of  recognition  during  their  lifetimes  but 
were  subsequently  disregarded  by  art  historians 
and  critics  until  their  'rediscovery'  in  recent 
years.  Among  these  arc  Joshua  Johnston,  the 
first  black  American  to  gain  fame  as  a  portraitist, 
and  Edward  Mitchell  Bannister,  who  during  his 
lifetime  was  considered  one  of  the  country's 
major  artists  working  in  the  Barbizon  style  but 
has  only  recently  been  judged  worthy  of  inclu- 
sion in  major  exhibitions  of  the  nineteenth- 
century  American  art. 

Among  the  more  established  artists  of  the 
nineteenth  century  arc  Jules  Lion,  one  of  the 
first  Americans  to  use  the  camera  in  combination 


3.  Charles  White. 
Sojourner  Truth  and 
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with  lithography,  who  is  represented  by  a  litho- 
graph of  the  famous  mulatto  naturalist  and  illus- 
trator John  J.  Audubon;  Robert  S.  Duncanson, 
known  for  his  romantic  landscapes;  Edomonia 
Lewis,  the  first  American  woman  sculptor  of 
international  repute  and  perhaps  the  first  artist 
to  derive  inspiration  from  her  racial  heritage  and 
to  express  themes  of  racial  injustice  through  her 
work ;  and  Henry  Ossawa  Tanner,  who  informed 
the  world  that  he  could  be  productive  in  a  country 
where  his  skin  colour  was  equated  with  inferior- 
ity and  emigrated  to  Paris  to  become  the  most 
widely  decorated  and  honoured  black  American 
artist  on  two  continents. 

A  wide  range  of  modern  styles  will  also  be 
evident  in  the  work  of  such  artists  as  Aaron 
Douglas  and  Richmond  Barthe  (respectively 
considered  the  leading  painter  and  sculptor  of  the 
'Negro  Renaissance'),  Palmer  Hayden,  primitive 
Horace  Pippin  and  Neo-primitive  Jacibo 
Lawrence,  Romare  Bearden,  Eldzier  Cortor, 
Charles  White,  Earl  Hooks  and  many  others. 

In  addition  to  the  work  of  Edmonia  Lewis, 
black  women  artists  are  represented  by  Lois  M. 
Jones,  Selma  Burke,  Alma  Thomas,  Clementine 
Hunter  and  Minnie  Evans. 

COWLES  PORTRAITS 
BY  ERASTUS  FIELD 
Four  oil  portraits  by  one  of  America's  out- 
standing folk  artists,  Erastus  Salisbury  Field 
(1 805-1900)  were  recently  acquired  by  the 
Worcester  Art  Museum  (Massachusetts).  The 
Cowles  portraits  are  an  important  family  group 
in  the  best  American  folk  art  tradition  and  they 
have  been  put  on  view  for  the  first  time  in  the 
newly-opened  Donnelly  Gallery  of  nineteenth- 
century  American  art. 

The  paintings  are  written  up  in  the  current 
Worcester  Art  Museum  Bulletin  by  Dagmar  E. 
Rcutlinger,  Curator  of  the  Collection,  in  an 
article  entitled  'American  Folk  Art:  Two  Groups 
of  Family  Portraits  by  Ruth  Henshaw  Bascom 
and  Erastus  Salisbury  Field'.  The  five  paper 
silhouette  portraits  by  Ruth  Bascom  (1772-1848) 
of  the  Davis  family  of  Leicester,  Massachusetts, 
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arc  also  on  view  in  the  new  Donnelly  Gallery. 
They  were  donated  to  the  Museum  in  1965  by  a 
descendant,  the  late  Mary  Davis  Thurston. 

The  subjects  of  the  Erastus  field  portraits  are 
his  Amherst  friends  Eleazar  Cowles,  his  wife 
Sibbcl,  and  their  daughters  Maria  and  Louisa. 
Done  in  1837,  the  paintings  are  dated  and  identi- 
fied on  the  backs  of  the  canvases,  presumably  in 
the  artist's  own  hand.  They  were  purchased  in 
1975  through  the  Eliza  S.  Paine  Fund  in  memory 
of  William  R.  and  Frances  T.  C.  Paine. 

Both  Bascom  and  Field  are  widely  recognised 
and  admired  within  the  folk  art  tradition.  For 
Ruth  Henshaw  Bascom  her  silhouettes  were  an 
outlet  for  her  very  real  artistic  gifts.  She  made  her 
paper  portraits  for  pleasure  and  recreation,  usually 
offering  the  unique  and  decorative  results  as  gifts 
to  the  sitters.  Erastus  Field  worked  in  the  tradi- 
tion of  the  itinerant  nineteenth-century  artists 
who  found  a  good  market  for  their  portraits 
among  the  prosperous  citizens  of  New  England 
until  the  introduction  of  photographic  likenesses 
with  early  daguerreotypes  of  the  1840s. 

The  striking  Cowles  family  group  now  on 
view  at  the  Worcester  Art  Museum  shows  Field 
at  the  height  of  his  career,  confident  and  effective 
in  the  use  of  line,  pattern  and  colour.  The  subjects 
wear  dark  Sunday  clothes  and  their  elongated, 
angular  hands  hold  a  Bible,  spectacles,  or  a 
counting  sheet.  The  women's  costumes  are 
enhanced  by  Field's  special  skill  in  painting  their 
lacy  embroidered  muslin  shawls.  Field's  drafts- 
manship is  crisp,  his  painting  fresh  and  precise, 
and  though  the  four  subjects  are  stylised  in 
similar  poses  each  emerges  with  a  strong  individ- 
ual personality. 

FELIX  KELLY 
The  nostalgic  paintings  of  New  Zealand  born 
painter,  Felix  Kelly,  can  be  seen  in  New  York 
City  at  Kennedy  Galleries  from  17  November 
through  4  December.  Kelly's  work  has  been 
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very  popular  in  this  country  since  his  first  show- 
ing in  1947.  Anunibcrof  Amcricanshavccommis- 
sioned  Kelly  to  do  'portraits  of  their  country 
houses'.  These  works  do  not  fit  into  any  particular 
school  but  show  the  influence  of  neo-Roman- 
ticism.  The  South  is  particularly  suited  to  furnish 
subjects  for  Kelly,  from  crumbling  mansions  to 
Mississippi  River  side-wheelers.  It  is  the  fantasy 
clement  of  Kelly's  paintings  that  fascinates  this 
writer.  Although  the  painting  is  deliberate  and 
meticulous,  nothing  appears  in  the  finished 
canvas  as  it  really  is.  There  is  an  indescribable 
element  of  fantasy  which  pervades  all  of  his  work. 
Only  rarely  do  people  inhabit  these  paintings 
and  even  then  they  are  sublimated  by  the  overall 
feeling  of  the  piece. 


TITIAN  AND  THE 
VENETIAN  WOODCUT 
As  the  only  major  undertaking  in  this  country  to 
honour  the  four  hundredth  anniversary  of 
Titian's  death  in  Venice  in  1576,  the  International 
Exhibitions  Foundation  has  organised  the  exhibi- 
tion, 'Titian  and  the  Venetian  Woodcut'.  The 
exhibition  is  currently  on  view  at  the  National 
Gallery  of  Art  (Washington,  dc)  where  it  can 
be  seen  through  2  January  1977.  A  similar 
exhibition,  borrowing  from  collections  in  Italy 
and  elsewhere  in  Europe,  will  be  held  simultan- 
eously at  the  Giorgio  Cini  Foundation  in  Venice. 

Selected  by  David  Rosand  of  Columbia 
University,  the  one  hundred  and  fourteen  works 
have  been  culled  almost  entirely  from  major 
American  museum  collections.  They  focus  on 
Titian's  achievement  as  a  graphic  artist  and  his 
contribution  to  and  transformation  of  the  graphic 
tradition  in  the  sixteenth  century.  Made  available 
for  the  first  time  to  a  large  American  audience, 
the  monumental  woodcuts  designed  by  Titian 
form  the  nucleus  of  the  exhibition.  The  Triumph 
of  Christ,  Sacrifice  of  Abraham  and  Crossing  of  the 
Red  Sea,  among  others,  dramatically  portray  a 
graphic  language  and  expression  never  attained 
by  artists  working  before  him. 

In  order  to  place  the  Master's  work  in  a  fuller 


Titian. 
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historical  and  aesthetic  context,  the  exhibition 
also  presents  a  variety  of  comparative  materials 
illustrating  the  work  of  his  predecessors,  contem- 
poraries and  followers.  All  works  serve  to  deve- 
lop such  thematic  topics  as  early  Venetian  wood- 
cuts and  book  illustration;  the  woodcut  as 
independent  artistic  expression;  the  influence  of 
Mantegna's  style  and  the  example  of  engravings; 
and  the  woodcut  as  monumental  decoration. 
Among  the  individual  Masters  represented  are 
Lucantonio  de  Uberti,  Ugo  da  Carpi,  Domenico 
Campagnola,  Giovanni  Britto,  Francesco 
Marcolino,  Niccolo  Boldrini,  Domenico  dalle 
Greche,  Matteo  Pagan,  Giuseppe  Porta  Salviati, 
Pordenone,  Giuseppe  Scolari,  and  Andrea 
Andreani,  among  others. 

The  exhibition  catalogue,  written  by  David 
Rosand  in  collaboration  with  Michelangelo 
Muraro,  who  undertook  the  organisation  of  the 
twin  exhibition  in  Venice,  and  printed  by  the 
Meriden  Gravure  Company,  suggests  a  new 
approach  to  the  study  of  the  Venetian  woodcut. 
Peter  Dreyer's  1971  Berlin  exhibition  catalogue, 
'Tizian  und  sein  Kreis,  Holzschnitte',  was  the 
most  recent  contribution  to  this  subject,  but  was 
devoted  exclusively  to  prints  by  Titian  and  his 
circle  and  explored  only  large  issues,  Rosand's 
catalogue,  on  the  other  hand,  discusses  such 
questions  as  the  relation  of  prints  to  drawings, 
the  iconography  of  the  exhibition  woodcuts,  and 
their  social  as  well  as  aesthetic  function.  Not 
intended  to  answer  all  questions  posed,  its 
primary  aim  is  to  open  the  discussion  of  this 
insufficiently  studied  subject. 
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FRANCE 
Changes  at  the  Petit  Palais 

On  view  since  27  July  at  the  Petit  Palais  of 
Avignon  are  three  hundred  pictures  from  the  col- 
lection of  a  great  nineteenth-century  art  lover, 
the  Marchese  Campana,  together  with  sixty 
pictures  attributed  to  Primitives  of  Provence  and 
a  collection  of  Mediaeval  sculptures.  Pictures 
which  have  been  dispersed  among  some  hundred 
provincial  museums  for  over  a  century  have  now 
been  re-assembled  in  the  thirteenth-century 
homes  of  the  bishops  of  Avignon.  Campana, 
whose  curiosity  was  veritably  unsatiable,  was 
born  in  Rome  in  1807.  In  his  sumptuous  palaces 
he  collected  close  on  fifteen  thousand  items: 


paintings,  ancient  statues,  Greek  vases,  jewels  and 
early  glass.  As  Director  of  the  Mont  de  Piete  in 
Rome  his  zest  for  collecting  was  soon  so  great 
that,  unwisely,  he  used  the  money  from  the  enter- 
prise for  his  own  ends  and  allotted  several  millions 
to  his  own  account.  Imprisoned  by  the  Papal 
administration  (the  penalty  was  later  commuted 
to  banishment  for  life),  he  saw  some  of  his  pos- 
sessions appropriated  by  the  English,  Russians  and 
French.  This  series  of  pictures  was  re-assembled 
by  Napoleon  in  in  the  Palais  de  l'lndustrie  as  a 
kind  of  Museum-School  rather  similar  to  the 
South  Kensington  Museum  (later  the  Victoria 
and  Albert)  then  being  opened  in  London.  They 
aroused  the  jealous  interest  of  the  Conservateurs  of 
the  Louvre  and  were  set  aside:  ninety-seven 
pictures  were  kept  by  the  Louvre  and  five 
hundred  and  fifty  others  were  shared  among 
provincial  museums.  Now,  after  more  than  a 
hundred  vears,  three  hundred  of  the  major  works 
have  been  restored  and  re-grouped  and,  along- 
side panels  of  the  fifteenth-century  School  of 
Avignon  from  the  Musee  Calvet,  make  the  Petit 
Palais  into  one  of  the  greatest  centres  of  Primitive 
art  in  the  world. 


Pietro  da  Montepulciano.  Virgin  of  Mercy. 
Petit  Palais,  Avignon. 


Lorenzo  Vaccaro  (1655-1706).  America. 
Grand  Palais,  Paris. 

From  'The  European  Vision  of  America'  at  the 
Grand  Palais,  Paris  until  3  January  1977.  This 
exhibition  which  comes  from  Washington 
and  Cleveland  was  reviewed  in  The  Connoisseur, 
'America',  July  1976. 

The  Parisian  at  Home  1815-1914 

The  social  history  of  Paris  in  the  nineteenth  cen- 
tury as  reflected  in  painting  and  architecture  - 
this  is  the  aim  of  the  fascinating  exhibition  which 
will  be  on  view  until  February  at  l'Hotel  de 
Rohan  (87,  Vieille-du-Tcmple,  Paris). 

It  is  through  the  famous  novelists  that  we  arrive 
at  an  understanding  of  the  different  social  strata 
from  the  fall  of  Napoleon  until  the  war  of  1914 
which  marked  the  end  of  the  nineteenth  century 
and  a  particular  way  of  life.  From  Balzac  we 
learn  of  the  homes  of  the  aristocracy  and  bour- 
geois of  the  Restoration  and  the  July  Monarchy, 
and  Eugene  Sue  reveals  the  more  sombre  and 
tragic  aspects  of  life  for  the  working  classes  and  in 
the  suburbs.  From  Zola  come  the  luxuries  and 
miseries  of  the  Second  Empire,  the  Paris  of  Baron 
Haussman  and  the  steady  annexation  of  the 
villages  on  the  outskirts;  finally  Marcel  Proust 
and  Jules  Romains  take  us  into  the  Paris  of  the 
Belle  Epoque. 

In  addition  to  pictures  and  watercolours  in- 
numerable documents,  photographs  and  models 
recall  the  styles  of  Parisian  houses  in  different 
periods  from  Neo-Classicism  to  Art  Nouveau  of 
1900  including  the  Nco-Gothic  of  the  Romantics 
and  the  principles  of  Eclecticism  in  fashion  under 
Napoleon  in.  Practical  aspects  and  the  gradual 
development  of  everyday  comforts  are  not 
neglected:  electricity,  gas,  heating,  telephone,  the 
first  elevators.  In  conclusion  some  early  films 
provide  an  accurate  picture  of  the  capital  at  the 
beginning  of  the  century. 
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Gruber  and  Robert  Humblot 

Until  5  January  the  Musee  Municipal  d'Art 
Modenie  is  devoted  to  an  almost  complete  retro- 
spective exhibition  of  the  painter  Francis  Gruber 
(1912-1948).  He  was  one  of  the  first  to  illustrate 
the  misery  resulting  from  war  and  the  occupa- 
tion. His  congenital  unhappiness  was  in  tunc  with 
the  anxieties  and  misfortunes  of  life.  The  eighty 
paintings  on  view  reflect  the  despair  of  a  man 
dogged  by  illness:  an  imagincry,  fantasy  world  of 
delusions,  peopled  by  symbols  and  monsters,  in 
austere,  sharp,  scrupulously  painstaking  draughts- 
manship which  turns  everyday  events  into  mov- 
ing compositions. 

A  world  of  great  purity  of  form  is  also  revealed 
in  the  exhibition  of  Robert  Humblot  (1907- 
1962):  twenty-five  canvases,  watercolours  and 
drawings  at  the  Galerie  Jaubert,  75,  rue  du 
faubourg  Saint-Honore,  until  28  November. 
This  is  a  harsh,  ruthless  art  created  out  of  forms 
deliberately  carved  up,  realistic  still— lifes  of  deep 
poetic  feeling,  dark,  rocky,  bare  landscapes  of 
contrasts,  portraits  of  astonishing  pyschological 
pcrceptiveness  always  giving  glimpses  of  the 
artist's  caustic  humour.  Concurrently,  at  the 
Grand  Palais,  the  Salon  d'Automne  has  set  aside 
a  room  for  other  canvases  of  Robert  Humblot  in 
which  his  dramatic  realism  is  forcefully  ex- 
pressed. 

Robert  Humblot.  Self  Portrait,  1937. 
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After  Mantegna 

26  June  -  14  November  1976 
Palazzo  della  Ragione,  Padua 

Those  who  visited  the  exhibition  held  at  Padua 
two  years  ago  'Da  Giotto  a  Mantegna'  will 
remember  how  stimulating  and  rewarding  it  was 
-  an  imaginative  attempt  at  isolating  and  docu- 
menting those  particular  qualities  which  gave 
the  art  of  the  area  its  particular  flavour  -  sharp,  a 
little  intellectual,  probing,  distinct  from  both  the 
incipient  Byzantine  expressionism  of  its  suzerain, 
Venice,  and  from  the  ethereal  humanism  of 
Florence.  This  year  the  explorative  exercise  has 
been  carried  one  step  further  in  'Dopo  Mantegna', 
a  display  of  some  fifty  sculptures  and  eighty 


paintings  held  in  the  appropriate  surroundings  of 
the  Palazzo  della  Ragione,  whose  own  frescoes 
arc  themselves  an  integral  part  of  the  exhibition. 
Covering  the  period  from  the  middle  of  the  lit- 
teenth  to  the  end  of  the  sixteenth  icntury,  it  is 
drawn  very  largely  from  local  sources,  many  of 
which  are  cither  unknown  to,  or  inaccessible  to 
all  but  the  most  dedicated  Padovanist.  In  addition 
to  the  major  works  of  art  there  are  a  dozen  im- 
portant illuminated  manuscripts  from  the  library 
of  the  Chapter,  and  that  of  the  Seminary,  includ- 
ing a  psalter  formerly  attributed  to  Benedetto 
Bordon,  (whose  works  in  the  British  Museum 
(ms.  Add.  1 581 5)  and  the  Chester  Beatty  Library 
in  Dublin  (ms.  107)  would  have  enriched  this 
display)  but  now  assigned,  on  the  evidence  of  the 
burial  register  of  the  church  of  S.  Giustina  to 
Antonio  Maria  da  Villafora,  who  died  in  151 1. 

It  was  a  century  in  which  the  bottege  of  the 
region  were  reacting  to  the  discoveries  of 
Mantegna  and  Donatello,  but  were  doing  so  in  a 
context  of  exceptional  interest  and  significance. 
The  centre  of  intense  intellectual  activity  -  at  the 
end  of  the  period  Thomas  Howard,  Earl  of 
Arundel  was  acquiring  there  those  tastes  which 
would  make  him  the  first  great  English  collector, 
who  would  pass  on  to  Charles  1  a  passion  which 
brought  the  Mantegnas  to  Hampton  Court  -  the 
site  of  a  spectacular  cult,  the  seat  of  rich  monastic 
foundations,  Padua  was  in  a  unique  position  to 
patronise  the  arts,  and  to  stimulate  their  develop- 
ment. The  outstanding  work  in  anatomical 
studies  and  science  being  carried  on  at  the 
university  fostered  a  sense  of  perceptual  empiri- 
cism which  went  far  beyond  the  boundaries  of 
science,  and  which  can  be  seen  at  its  most  creative 
in  the  agonised  realism  of  Andrea  Briosco's 
polychrome  terracotta  Picta  from  the  church  of 
San  Stefano  at  Carrara.  More  clearly  perhaps 
than  any  other  artist  represented  in  the  exhibition, 
Briosco  reveals  a  typical  Padovan  tension  between 
audacious  realism,  and  a  kind  of  Classicism  shown 
in  his  Woman's  Head  from  the  Museo  Civico, 
which  at  first  sight  looks  almost  Pompeian. 

Above  all  else  perhaps  'Dopo  Mantegna' 
reveals  the  absurdity  of  endeavouring  to  encap- 
sulate within  any  simple  formula  the  complex 
interplay  of  influences  -  from  Venice,  Milan, 
Florence,  Ferrara,  Vicenza,  Germany  even,  which 
operated  on  painters  working  in  Padua  during 
this  period  -  or  to  simplify  the  stylistic  time-lag 
which  existed  between  the  work  of  anonymous 
rustic  primitives,  such  as  the  author  of  The 
Madonna  and  Child  from  the  Duomo  vecchio  at 
Monselice,  and  the  stylish  sophistication  of 
Giambattista  Zelotti  or  Andrea  Previtali.  Art, 
like  life,  is  much  more  intractable  than  we  would 
have  it  to  be.  Typical,  in  a  way,  is  the  Madonna  del 
Tresto  a  serenely  statuesque  painting  which 
Berenson  in  1919  attributed  to  Giovanni  Bellini; 
Fiocco  in  1927  to  Ansuino  da  Forli  -  on  the 
grounds  of  'its  acidulous  colour  and  Paduan 
characteristics',  and  Longhi  in  the  same  year  to 
Mantegna.  Now  it  is  acknowledged  as  the  work 
of  Jacopo  da  Montagnana,  who  was  working  in 
Padua  during  the  latter  half  of  the  fifteenth 
century,  and  whose  five  works  in  this  exhibition 
give  some  clear  indication  of  his  status. 

The  catalogue  of  the  exhibition  is  exemplary, 
and  includes,  in  addition  to  all  the  relevant 
documentary  material,  a  series  of  stimulating 
essays,  including  one  of  special  interest  by 
Lioncllo  Puppi  on  'Committenze  e  Idcologia 
urbana  nella  pittura  Padovana  del'  500'. 

Bernard  Denvir 


Jacopo  da  Montagnana. 
Madonna  del  Tresto, 
114  X  72  cm. 


GERMANY 


Ceramics  from  the  Mediterranean 

This  exhibition  at  the  Deutsches  Keramik- 
museum  (Hetjens),  Diisseldorf,  West  Germany, 
displays  some  two  hundred  everyday,  household 
articles,  specially  chosen  for  their  style  and 
design.  They  include  pots,  glassware,  sculpture 
and  items  of  folk  art.  A  particularly  interesting 
section  deals  with  faience  in  Spain,  with  examples 
from  Talavera  and  Granada.  (Until  21 
November). 


GREAT  BRITAIN 


Antique  kingfisher  feather  hair  ornament  from 
China.  From  a  recent  exhibition  at  Liberty's, 
Regent  Street,  wi,  of  jewellery  and  precious 
items  from  the  Orient.  It  included  jade,  and  semi- 
precious stones  -  quartz,  coral,  ivory,  amber 
and  turquoise  -  tibetan  silver,  snuffbottlcs, 
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Edinburgh  Festival  1976 

A  strong  temptation  facing  many  visitors  to 
Edinburgh  during  the  Festival  must  be  to  remain 
outdoors  and  admire  the  city's  architecture  - 
especially  if,  like  this  year,  the  weather  is  fine  - 
rather  than  poke  about  in  stuffy  galleries  looking 
at  art.  Anyone  feeling  this  way  should  im- 
mediately be  excused:  Edinburgh  itself  is  always 
the  best  exhibit  of  all,  hard  to  beat  even  during 
its  annual  three  weeks'  surfeit  of  culture.  The 
squares,  crescents  and  long  wide  streets  of  the 
eighteenth-century  New  Town,  with  their  mag- 
nificent vistas,  cut  off  by  a  ravine  from  the 
equally  fascinating  Mediaeval  quarter  -  a  moun- 
tain range  of  grey  stone  houses,  grimy  spires, 
gables,  roofs  and  towers,  with  at  its  peak,  the 
old  castle  itself:  what  more  spectacular  sight 
could  one  wish  for? 

But  sometimes  the  crowds  in  Princes  Street  - 
more  like  the  front  at  Blackpool  than  the  main 
thoroughfare  of  one  of  the  finest  cities  in  Europe 
-  become  too  much  and  it  is  pleasant  to  escape 
into  a  sedate  haven  such  as  Playfair's  Royal 
Scottish  Academy,  or,  immediately  behind  it,  his 
even  more  splendid  and  beautiful  National  Gal- 
lery, both  monuments  to  the  early  nineteenth- 
century  Greek  Revival.  The  National  Gallery 
seldom  loses  its  head  during  the  Festival,  believ- 
ing that  its  own  superb  collection  is  what  visitors 
most  want  to  see.  This  year  was  no  exception: 
apart  from  a  small  but  scholarly  'painting  in 
focus',  arranged  to  explain  a  monster  of  a  new 
acquisition  -  a  work  by  the  eighteenth-century 
Scottish  artist  Gavin  Hamilton  -  there  was  noth- 
ing to  disturb  that  august  institution's  customary 
urbanity  and  poise.  The  Royal  Scottish  Academy, 
on  the  other  hand,  was  bedecked  with  scarlet 
banners  announcing  its  one  hundred  and  fiftieth 
birthday.  To  celebrate  this  considerable  achieve- 
ment the  Academy  brought  together  under  its 
roof  a  fine  collection  of  Scottish  painting  of  the 
last  hundred  and  fifty  years  and  set  aside  a  number 
of  rooms  to  illustrate  its  own  life  story.  In  addi- 
tion, sensible  use  was  made  of  photographic  and 
cinematic  methods  of  display  in  sections  devoted 
to  architecture  and  sculpture.  As  well  as  academi- 
cians, honorary  members  were  represented: 
Rodin,  Henry  Moore,  Braquc,  Chagall  and 
many  others.  It  was  an  impressive  line-up  and, 
as  a  survey  of  nineteenth-  and  early  twentieth- 
century  Scottish  art,  the  exhibition  per- 
formed a  useful  service.  Apart  from  Fcrgusson 
and  Pringlc,  Mackintosh  and  Greek  Thompson 
in  architecture,  it  seems  that  nearly  all  major 
Scottish  artists  were  associated  in  some  way  with 
the  Academy.  Nowadays  the  situation  is  prob- 
ably different.  The  painting  of  recent  years  was 
disappointing  and  differed  little  in  quality  from 
the  Academy's  earlier  Summer  show. 

Still  on  a  Scottish  theme,  'Childhood  in 
Seventeenth-Century  Scotland'  at  the  Scottish 
National  Portrait  Gallery  was  an  extremely  well 
researched  historical  analysis  of  an  intriguing 
subject.  It  included  manuscripts,  letters  and  ob- 
jects, such  as  children's  rattles  and  wordbooks, 
and  succeeded  in  evoking  the  often  poignant 
reality  behind  the  stiff,  formal  poses  and  the 
mask-like  features  of  the  child  portraits.  The  cata- 
logue, by  Rosalind  Marshall,  is  an  exhaustive 
study  which  enables  one  to  revisit  the  exhibition 
in  the  comfort  of  one's  own  home. 

Two  other  exhibitions  presented  further 
aspects  of  Scottish  art.  'Twentieth-Century 
Scottish  Drawings'  was  a  small,  hastily  put  to- 
gether affair,  promoted  by  Scottish  Television; 


but  it  had  some  fine  things,  including  over  a 
dozen  works  by  Muirhead  Bone,  born  a  hundred 
years  ago  this  year.  His  little  sketches  suggestive 
of  life  at  the  Front  in  the  First  War  -  impromptu, 
nervous  records  -  contrast  strikingly  with  the 
more  deliberate,  finished  townscapes.  Both 
testify  to  a  first-rate  draughtsmanship.  The  em- 
phasis of  the  exhibition  was  on  the  earlier  part  of 
this  century  -  the  Colourists  (whose  strength  was 
really  in  painting),  Rennie  Mackintosh,  D.  Y. 
Cameron,  Joseph  Crawhall  and  so  on  -  and  in 
this  respect  it  redressed  the  balance  upset  earlier 
in  the  year  by  The  Scottish  Arts  Council's  exhi- 
bition 'The  Need  to  Draw'  (see  The  Connoisseur, 
March  1976). 


Robert  Burns. 
Illustration  to  the  Song  of  Solomon, 
Chapter  6,  verse  10, 
gouache  and  gold. 
The  Fine  Art  Society. 


The  surprise  showing  of  work  by  a  Scottish 
artist  was  given  on  the  top  floor  of  The  Fine  Art 
Society's  elegant  Edinburgh  headquarters. 
Robert  Burns  (1 869-1941)  did  illustrations  for 
The  Evergreen,  a  magazine  which  flourished 
briefly  in  the  1890s  and  was  edited  by  Patrick 
Gcddcs,  the  mentor  of  Lewis  Mumford.  Exhibit- 
ed here  was  a  selection  of  Burns'  later  work, 
mainly  illustrations  to  Scots  Ballads.  No  one  is 
making  great  claims  for  Burns  as  a  major  artist 
but  his  style  is  fascinating,  almost  intoxicating  -  a 
curious  mixture  of  Pre-Raphaelite  mediaevalism, 
Art  Nouveau  and  a  surrealistic  intensity  of 
vision,  well  suited  to  the  haunting  nature  of  the 
subjects.  The  illustrations  had  the  feel  and  ap- 
pearance of  precious  objects,  brilliantly  coloured 
and  richly  burnished  in  gold,  to  which  the  artist, 
one  imagined,  had  devoted  long  hours  of  patient 
labour.  This  feeling  was  reinforced  when  one 
came  to  the  last  work  in  the  show,  an  illustration 
to  chapter  6,  verse  10  of 'The  Song  of  Solomon': 
more  abstract  pattern-making  -  a  simple  design 
made  up  of  shields,  lances  and  banners  -  than 
pictorial  narrative. 


In  Edinburgh  the  Fine  Art  Society  specialises  in 
nineteenth  and  twentieth-century  Scottish  paint- 
ing and  since  its  beginnings  a  few  years  ago  it  has 
been  thorough  and  instructive  in  its  efforts  to 
present  this  aspect  of  Scotland's  history  to  the 
public.  This  year,  however,  it  broke  with  tradi- 
tion and  gave  over  its  major  festival  spot  to  the 
work  of  a  foreigner,  the  Russian  ballet  and  fashion 
designer  Leon  Bakst.  Bakst  emerged  from  the 
exhibition  a  man  of  feverish  imagination: 
fantastic,  humorous,  erotic,  grotesque  or  just 
bizarre,  with  a  constant  flair  for  spectacle  and  the 
sweeping,  dramatic  gesture  -  though  not  always 
as  colourful  as  one  had  supposed. 

This  is  not  the  place  to  report  on  exhibitions  of 
the  work  of  contemporary  artists  -  other  outlets 
exist  for  that  -  so  I  will  confine  myself  to  men- 
tioning briefly  the  last  three  main  historical  events 
at  the  Festival.  The  New  57  Gallery  put  on  a  small 
exhibition  of  the  collages  of  Kurt  Schwitters,  the 
Dada  painter-poet  and  inventor  of 'Merz'.  These 
were  predominantly  late  works,  scraps  of  waste 
paper,  rhythmically,  poetically  pieced  together  - 
fragments  which  seemed  to  carry  with  them  a 
multitude  of  associations.  Their  impact  was  quiet 
and  unassuming,  nothing  like  the  shock  tactics 
which  one  usually  associates  with  Dada,  but  full 
of  authority  nonetheless.  Surrealist  pictures  from 
the  Edward  James  Collection  were  given  a  view- 
ing at  the  Scottish  National  Gallery  of  Modern 
Art,  partly,  I  suspect,  to  give  publicity  to  the 
curiously  sad  position  in  which  the  James 
Foundation  now  finds  itself.  The  exhibition  was 
not  very  good  publicity,  though:  an  appalling 
De  Chirico,  an  indifferent  Ernst,  some  repetitive 
1  )ali  drawings  -  all  crutches  and  drawers  -  a  pass- 
able Delvaux  (a  second  rank  Surrealist  anyway), 
a  couple  of  Tchelitchews  (who?)  and  one  good 
vintage  Dali  painting,  Swans  reflecting  Elephants 
of  1937.  Only  the  Magrittes,  ten  of  them,  had  the 
capacity  to  disturb  and  disorientate  as  power- 
fully as  they  must  have  done  thirty  years  ago. 

The  Gallery  of  Modern  Art,  a  fine  late- 
Georgian  stone  house,  sits  in  the  middle  of  the 
peaceful  Botanic  Gardens  and  boasts  a  breath- 
taking view  of  the  Edinburgh  skyline.  No  better 
landscape  could  possibly  be  conceived  of  for  a 
memorial  exhibition  to  the  sculptor  Barbara 
Hcpworth.  Over  twenty  of  her  bronzes,  all 
dating  from  the  'sixties  and  'seventies,  were 
placed  apparently  at  random,  but  on  closer  in- 
spection with  great  forethought,  over  a  wide 
area  -  upon  sloping  green  lawns,  in  shady  clear- 
ings, by  rockery  and  water.  The  effect  of  sudden- 
ly coming  across  The  Family  of  Man,  subtitled 
'Nine  Figures  on  a  Hill',  in  such  natural  but 
civilised  surroundings  was  both  dramatic  and 
deeply  moving.  These  huge  ancestor  figures,  like 
totems  or  menhirs,  possess  a  magical  impact  and 
are  somehow  unpredictable,  threatening.  Other 
sculptures  had  less  human  reference,  were  more 
abstract  experiments  in  organic  and  geometrical 
form,  but  no  less  beautiful.  Inside  a  pavilion 
Hepworth's  generally  white  marble  carvings 
were  displayed,  smooth,  sensuous  works  which 
lacked  the  brute  force  of  the  bronzes  outside.  For 
those  who  preferred  to  take  their  aesthetic  kicks 
out  in  the  sun,  the  Botanic  Gardens,  epitomising 
with  this  exhibition  of  one  of  Britain's  greatest 
artists  the  union  of  nature  and  art,  was  undoubt- 
edly the  best  place  of  all  at  this  year's  Edinburgh 
Festival. 

Richard  Calvocoressi 
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Stanley  Spencer,  1891-1959 

4  September  -  10  October  1976 

Glasgow  Art  Gallery 
23  October -21  November  1976 
Leeds  City  Art  Gallery 
4  December  1976  -  9  January  1977 
Fitzwilliam  Museum,  Cambridge 

The  Arts  Council  in  conjunction  with  the  Fitz- 
william Museum  have  provided  a  representative 
collection  of  Stanley  Spencer's  work,  covering  all 
periods  and  laying  special  emphasis  on  none.  One 
can  follow  his  career  from  the  simplicity  of  style 
and  content  of  his  earlier  days  to  the  hectic  last 
canvases;  from  the  often  beautiful  harmonics  he 
could  achieve  at  his  best  to  the  coarseness  and 
vulgarity  of  colour  which  only  too  frequently 
satisfied  him.  For  the  truth  was  that  paint,  as 
such,  became  uninteresting  to  him.  In  the  volu- 
minous unpublished  writings  that  he  devoted  to 
himself  and  his  art,  there  is  scarcely  a  word  on  the 
brush  and  the  palette:  whereas  his  enthusiasm  for 
drawing  and,  especially,  construction  was  end- 
less. 

That  Spencer  was  a  superb  draughtsman  is 
amply  demonstrated  by  the  drawings  on  show. 
Portrait  of  Mrs.  Carline,  193 1,  and  Hilda  with  her 
hair  down,  193 1,  have  a  quality  seldom  seen  in  any 
modern  artist.  He  always  made  careful  drawings, 
fully  finished  and  shaded,  before  beginning  a 
figure  picture.  The  dynamism  and  power  of  his 
composition  depends  also  on  the  subject.  The 
landscapes  bored  him  and  are  therefore  almost 
invariably  boring.  They  sold  well  and  he  did 
them  purely  for  money.  But  his  figure  pictures 
are  another  matter.  They  were  of  intense  interest 
to  him  and  he  had  an  infinite  number  of  them  in 
his  head,  only  waiting  on  time  and  energy  to  be 
made  visible.  They  were  his  dreams  become 
reality,  so  far  as  it  can  be  done  with  pencil  and 
paper.  They  were  also  his  statement  on  the  world 
as  he  found  it.  For  his  mind  was  very  active  until 
the  moment  of  death  and  although  his  ideas  were 
in  many  ways  naive,  they  had  an  underlying 
coherence,  humanity  and,  indeed,  idealism. 

It  seemed  to  him  that  ordinary  life  was 


Stanley  Spencer. 
The  Marriage  at  Carta : 
Bride  and  Bridegroom,  1953. 
Glynn  Vi  vian  Art  Gallery,  Swansea. 


heavenly.  Every  harmless  little  thing  that  people 
did,  such  as  laying  the  table,  dusting,  digging, 
walking  about,  was  pleasing  to  God.  At  the 
Resurrection,  therefore,  the  quick  would  come 
to  the  graveyard  and  the  dead  rise  up  to  join 
them  in  the  happy  round  of  occupations  from 
which  they  had  been  temporarily  exiled.  Some- 
times .111  unintended  humour  creeps  into  the 
exegesis.  In  the  drawing  Elsie  Taking  in  the 
Washing,  1943,  Elsie  seizes  a  bunch  of  stockings 
on  the  line,  Stanley  sketches  the  scene  and  God, 
with  an  ecstatic  gesture  of  admiration  at  his 
works,  helpfully  holds  the  basket  of  pegs. 

Stockings,  shoes  and  women's  clothes  in 
general  were  of  great  importance  to  Spencer,  as 
the  vast  Love  on  the  Moor,  1949-1954,  plainly 
demonstrates.  He  had  rather  a  chequered  sex 
career,  due  mainly  to  his  own  unreasonableness 
and  to  the  fact  that  he  often  preferred  to  make 
love  by  post,  or  by  drawing,  or  entirely  in  the 
imagination,  to  the  actual  presence  of  the 
beloved.  He  came  more  and  more  to  feel  that 
such  a  great  blessing  as  sex  in  all  its  variety  must 
emanate  from  God  and  therefore  be  holy.  It  was 
thus  perfectly  right  to  call  a  series  of  stridently 
sexual  pictures  Beatitudes  of  Love  and  to  consider 
his  oeuvrc  from  first  to  last  as  religious. 

Marriage  at  Cana:  Bride  and  Bridegroom,  1953, 
illustrates  the  point.  It  is  his  imaginery  second 
wedding  with  his  first  wife,  Hilda.  A  huge  phallus 
of  a  cake  stands  on  the  table  between  them.  One 
of  the  tiers  is  decorated  with  a  row  of  lavatory 
rolls,  for  he  was  a  coprophiliac.  Love  Letters,  1950, 
expresses  the  satisfaction  to  be  had  from  love 
through  the  post.  Stanley  and  Hilda  kneel  on  an 
amazingly  uncomfortable  sofa.  She  takes  letters 
from  her  bosom  and  puts  them  in  his  pocket.  He 
opens  them,  holds  them  to  his  face  and  kisses  the 
words  that  are  exact  descriptions  of  sex,  as  they 
must  be  for  the  spell  to  work,  and  written  on 
long  sheets  like  strips  of  lavatory  paper,  which  he 
used  on  occasion  both  for  correspondence  and 
preliminary  sketches.  Neither  of  these  pictures  is 
sensuously  painted.  Their  impact  is  strange  and 
disturbing. 

Louise  Collis 


Peter  Arnold. 
Welsh  landscape  in  Spring, 
inches  X  17A  inches. 


Peter  Arnold 

Paintings  and  Graphic  Work 
11  September-10  October  1976 
Herbert  Art  Gallery,  Coventry 
Christopher  Wright,  in  his  admirably  succinct 
introduction  to  this  exhibition,  notes  that  'at  a 
time  when  almost  any  form  of  self-expression  is 
thought  to  be  art  it  is  refreshing  to  see  a  painter 
who  has  ignored  popular  trends  and  demands 
and  who  has  painstakingly  learned  from  the 
traditions  into  which  he  was  born'.  This  is  the 
first  clue  to  Peter  Arnold's  work;  his  father,  who 
worked  as  Julius  Turner,  was  a  notable  dry-point 
etcher  in  pre-war  Germany,  and  his  career,  even 
perhaps  his  style,  has  helped  to  direct  his  son's 
work.  Arnold's  work  is  much  more  emphatic 
than  his  father's,  combining  a  superficially  naive 
chunkiness  with  compositions  which  are  clearly 
the  result  of  intense  thought  and  meticulous 
observation.  His  Welsh  landscapes  are  Arnold's 
most  compelling  work,  and  his  figure  composi- 
tions, scenes  of  life  in  the  countryside  and  market 
towns,  are  perhaps  the  most  attractive.  His  work 
is  intensely  personal  and  unacademic,  and  cer- 
tainly deserves  to  be  better  known  in  London. 

WA 


R.  P.  Bonington.  Coast  of  Calais, 

From  'Made  in  France',  a  small  exhibition  of 
watcrcolours  and  drawings  of  France  by  French 
and  English  artists,  from  the  eighteenth  to  the 
twentieth  centuries.  There  is  a  great  diversity  in 
style  and  subject  matter,  with  a  charcoal  drawing 
by  Fragonard  from  the  eighteenth  century, 
drawings  by  Corot,  Millet  and  Daumicr,  and 


sepia  and  wash,  2J  X  4  inches. 

watcrcolours  by  Bonington  and  T.  B.  Hardy 
from  the  nineteenth  century,  and  bold  figure 
studies  by  Modigliani  and  Cocteau  from  the 
twentieth  century.  The  exhibition  is  at  The 
Little  Gallery,  5  Kensington  Church  Walk,  w8 
until  20  November. 


PlETER  LASTMAN. 

Four  Evangelists,  67  X  8 
Alan  Jacobs  Gallery. 


Sir  David  Wilkie. 
Mrs.  Moore,  wife  of  the  British  Consul 
in  Beirut,  in  an  Arab  dress, 
signed,  41.8  X  31.7  cm. 

This  is  from  an  exhibition  at  Spink's,  King  Street, 
St.  James's,  swi,  of  eighteenth-  and  nineteenth- 
century  English  oil  paintings,  which  runs  from 
16  November  to  3  December.  There  is  also  a 
portrait  of  James,  Viscount  Maitland,  later  Earl  of 
Lauderdale,  by  Gainsborough,  a  view  of  Philae  by 
Edward  Lear,  two  portraits  and  Coolies  gambling 
by  Chinnery,  some  sketches  of  dogs  by  Landseer, 
a  sketch  of  Dedham  by  Constable,  a  Self- 
portrait  by  Stubbs,  a  pair  of  views  of  Easby  Abbey 
by  Cuitt,  and  some  seascapes  by  D.  Serres, 
Pocock,  Monamy,  van  de  Velde  and  Webster. 


'Perfection  from  Excellency' 

This  exhibition  of  Dutch  and  Flemish 
seventeenth-century  paintings  held  by  Alan 
Jacobs  at  15  Motcomb  Street,  swi,  includes 
an  important  picture  by  Pieter  Lastman, 
The  Four  Evangelists.  It  is  probably  the 
painting  listed  as  part  of  Lastman's  mother's 
inheritance  in  1625,  and  is  stylistically  very  close 
to  The  Baptism  of  Christ,  signed  and  dated  by 
Lastman,  1629.  Although  the  influence  of 
Caravaggio  is  apparent  in  the  chiaroscuro  effects, 
the  modelling  of  the  figures  and  the  colours  are 
much  closer  to  Jordaens.  These  colours  and  the 
smooth  paint  surfaces  made  a  great  impression  on 
the  young  Rembrandt,  who  was  Lastman's  pupil 
for  six  months  in  Amsterdam  in  1624.  Other 
pictures  in  the  exhibition  arc Judah  and  Tamarby 
Aert  Johansz.  dc  Geldcr,  a  River  Landscape  by 
Salomon  van  Ruysdael,  A  River  Estuary  with 
Fishing-boats  by  Jan  van  de  Cappclle,  a  seascape 
by  William  van  dc  Velde  the  Younger  and  a 
genre  scene  by  Esias  van  dc  Velde.  The  exhibition 
closes  in  December. 

BL 


Sir  Lawrence  Alma-Tadema. 
Difference  of  Opinion,  1896, 
opus  number  cccxxxrx. 

From  M.  Newman's  (Duke  Street,  St.  James's, 
swi)  autumn  exhibition  of  nineteenth-century 
continental  paintings.  (From  9-23  November). 

Adolphe  Valette  1 876-1942 

6  October  -  14  November  1976 
City  Art  Gallery,  Mosley  Street, 
Manchester 

Valette  painted  and  taught  in  Manchester 
between  1904  and  1928,  a  man  apparently  over- 
burdened with  work  and  enjoying  poor  health. 
L.  S.  Lowry  and  James  Fitton  were  among  his 
pupils,  both  admiring  his  concern  with  the 
atmosphere  and  character  of  Manchester's  streets 
and  canals. 

Adolphe  Valette. 
Old  Cab  at  All  Saints,  191 1. 
City  Art  Gallery,  Manchester. 
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Old  Master  Paintings 

23  September  -  10  October  1976 
vnie  Biennale  Internationale  des  Antiquaires 
Grand  Palais,  Paris 
18  October  -  December  1976 
Brod  Gallery,  24  St.  James's  Street,  swi 

The  exhibition  includes  fine  examples  mainly 
from  the  Dutch  and  Flemish  schools,  some  of 
which  would  not  disgrace  the  exhibition  running 
currently  at  the  National  Gallery.  The  Ruysdaels 
are  well  represented,  Salomon  by  an  unusually 
colourful  view  of  Alkmaar,  his  nephew  Jakob  by 
a  deeply  atmospheric  Road  leading  into  a  wood 
from  the  Lonsdale  Collection.  A  Jan  van  der 
Heyden  View  in  Cologne  combines  topography 
with  capriccio  in  meticulous  detail.  The  winter 
scene,  that  sine  qua  non  of  the  Dutch  exhibition, 
is  Hendrick  Avercamp's  Men  playing  golf  on  a 
frozen  river.  A  dramatic  Willem  van  de  Velde 
the  Younger  is  a  good  contrast  to  the  placid 


Backhuysen  illustrated,  and  there  arc  fine  marines 
by  lesser  artists  such  as  Abraham  Storck,  Cornelis 
Mahu  and  Jan  van  Os.  Flowerpicces,  all  of  good 
quality,  by  Ambrosius  Bosschaert  the  Younger, 
Ambrosius  Brueghel,  Cornelis  de  Heem  and 
Heironymus  Galle,  still-lifes  by  Pieter  de  Ring, 
Evert  van  Aelst  and  Isaac  Soreau.  There  are  two 
small  portraits  of  peasants  by  that  master  of  the 
genre,  Adriaen  van  Ostadc,  and  a  late  sixteenth- 
century  portrait  of  Sebastien  dc  Luxembourg, 
Vicomtc  de  Martigucs,  by  an  anonymous 
Luxembourg  artist.  A  dreamily  Pastoral  Land- 
scape by  Claude  Lorrain  takes  us  to  Italy,  where 
we  also  meet  Guardi,  in  typically  limpid  mood, 
in  two  Venetian  views  of  San  Giorgio  Maggiore 
and  the  Salute.  William  Thuillier 

Ludolf  Backhuysen. 
A  Dutch  man-o'-war  and  smaller  vessels, 
signed  in  monogram  and  dated  l68i, 
51  X  67  cm.  Brod  Gallery. 


Camden  Town  Recalled 

14  October-L2  November  1976 
The  Fine  Art  Society,  L48  New  Bond  Street,  wi 
19  November  -  12  December  1976 
Graves  Art  Gallery,  Sheffield 

In  the  summer  of  191 1  the  basement  of  the 
Carfax  Gallery  in  London  was  the  scene  of  the 
first  exhibition  of  paintings  by  the  Camden 
Town  Group.  This  month,  the  scene  is  recreated 
in  the  basement  gallery  of  The  Fine  Art  Society. 
Thirty-six  of  the  paintings  were  part  of  the 
original  show,  seventy  per  cent  of  the  one 
hundred  and  sixty  paintings  are  on  loan,  many  of 
them  never  seen  before,  and  some  are  for  sale. 
The  reconstruction  is  fascinating,  and  accurate: 
all  works  by  each  artist  are  hung  together,  mak- 
ing more  marked  the  development  in  each  artist's 
work  and  the  contrast  between  the  styles  of  the 
sixteen  members  of  the  Group  (who  were: 
Bayes,  Bevan,  Drummond,  Gilman,  Ginner,  Gore, 
Innes,  John,  Lamb,  Lewis,  Lightfoot,  Manson, 
Pissarro,  Ratcliffe,  Sickert  and  Doman  Turner). 
The  Camden  Town  Group  is  not  an  (artist's) 


household  name  like  Post-Impressionists,  who 
influenced  many  in  the  Group,  or  Royal  Acade- 
micians, whose  style  they  rejected.  Many  an  art 
critic  since  1910  has  dismissed  their  circumscribed 
achievements,  praising  instead  the  grittier,  more 
startling  and  original  vision  of  painters  like 
Graham  Sutherland  and  Paul  Nash  or  the  idio- 
syncracy  of  Lowry.  "What  is  interesting,  how- 
ever, is  that  the  artistic  tradition  of  all  these  painters 
is  the  same;  at  root,  all  British  art  is  concerned 
with  nature,  romantically  conceived  -  a  synthesis, 
rather  than  an  analysis  of  their  world.  Simply,  the 
Camden  Towners  were  more  parochial  in  their 
vision,  more  honest  (or  literal)  in  recording  what 
they  saw  and  more  concerned  with  impression 
than  expression. 

Walter  Sickert  is  made  the  star  of  this  show, 
just  as  he  was  the  star  in  191 1:  it  was  he  who 
founded  the  Group's  forerunner,  the  Fitzroy 
Street  Group,  on  his  return  from  a  seven-year 
self-imposed  exile  in  Dieppe,  of  which  Gilman, 
Pissarro  and  Gore  were  also  members.  It  was  he 
who  broke  with  the  increasingly  conservative 
artists  of  the  New  English  Art  Club  and  the 


twenty-seven  paintings  and  sketches  by  Sickert 
here  illustrate  very  well  the  reasons  why:  the 
seedy  interiors  with  sketchy  figures,  still-lifes 
with  random  everyday  objects,  ordinary  people 
in  their  ordinary  surroundings,  the  occasional 
bleak  square  from  an  upstairs  window,  all  these 
subjects  are  as  alien  to  Whistler,  Steer  and  their 
associates  as  Sickert's  colours  and  technique  - 
streaked  brushwork,  which  breaks  up  the  canvas 
surface,  dense  browns  and  ochres,  light  and  shade 
contrasts,  sharp  tonal  gradations,  a  careful  Im- 
pressionist-style analysis  of  colour.  Works  like 
New  Home,  the  Degas-inspired  Nodes  Ambrosianae 
and  Juvenile  Lead  exemplify  the  novelty  of 
Sickert's  contribution. 

Other  members  of  the  Group  were  inspired  by 
Sickert's  example,  notably  Gore:  North  London 
Girl  and  Morning:  The  Green  Dress  show  the 
same  ability  to  create  form  from  light,  shade  and 
colour,  even  if  Gore  remained  always  more 
literal.  But  even  as  the  Group  formed,  its  mem- 
bers were  pursuing  different  styles  and  subject 
matter,  although  it  is  true  to  say  that  each  mem- 
ber showed  a  Sickertian  influence  some  of  the 
time.  Ginner  and  Gilman  broadened  the  Group's 
scope  with  their  interest  in  landscape  and  brighter 
colours;  Ginner's  thickly  pasted  dashes  of  colour 
which  compose  Sunlit  Quay  and  Evening,  Dieppe 
are  masterfully  atmospheric.  Pissarro's  land- 
scapes are  also  noteworthy,  as  are  portraits  by 
Gilman,  and  Bevan's  affectionate,  characterful 
series  of  workhorses. 

The  Group  held  together  no  more  than  a  year. 
The  London  Group,  Neo-Realism,  even  Abstrac- 
tion were  on  the  horizon.  Critics  were  diverted 
by  the  work  of  the  Group's  hangers-on  like 
Duncan  Grant,  Wyndham  Lew;s  and  William 
Lamb,  since  the  bona-fde  members,  by  1913, 
looked  increasingly  like  a  mildly  wayward 
branch  of  the  art  Establishment  which  they  had 
opposed.  In  191 1  the  Observer  characterised  the 
Group  as  'intensely  serious  artists  who  .  .  .  show 
neither  eccentricity  nor  a  desire  to  epater  le 
bourgeois,  but  are  clearly  inspired  by  the  longing 
for  self-expression  in  what  each  considers  the 
most  suitable  language'.  But,  as  Dr.  Wendy 
Baron  points  out  in  her  marvellous,  trail-blazing 
catalogue,  Sickert  had  achieved  with  the  Group 
what  he  had  hoped  for  in  1907,  expressed  in  a 
letter  to  painter  Nan  Hudson:  'I  particularly 
believe  that  I  am  sent  from  heaven  to  finish  all 
your  educations!!  And,  by  ricochet,  to  receive  a 
certain  amount  of  instruction  from  the  younger 
generation'. 

Martina  Margetts 

Walter  Richard  Sickert. 
Hubby  and  Marie,  signed, 
grey  ink  and  black  crayon,  i8£  X  12  inches. 
The  Fine  Art  Society. 
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The  Inspiration  of:  Nature 

Loan  exhibition  of  flower  and  still-life  painting 
27  October  -13  November  1976 

John  Mitchell  and  Son,  8  New  Bond  Street,  wi 
17  November  -  1  December  1976 

The  Drapers'  Hall,  Throgmorton  Avenue,  EC2 

Flower  and  still-life  painting  have  long  been 
popular  with  private  collectors;  few  art  historians 
have  shared  their  enthusiasm,  and  little  academic 
ink  has  been  spilt  on  the  painters  of  these  genres, 
even  those  of  the  Netherlands  in  the  seventeenth 
and  early  eighteenth  centuries.  But  Dutch  and 
Flemish  paintings  of  flowers  and  still-lifes  are 
every  bit  as  much  a  reflection  of  their  country's 
life  and  society  as  paintings  of  house  interiors  or 
peasants  merrymaking.  Many  flower  painters 
enjoyed  a  wide  renown  in  their  own  day :  Roelant 
Savery  worked  at  the  courts  of  two  Hapsburg 
Emperors,  Rudolf  n  and  his  brother  Matthias  n; 
Daniel  Seghers  was  admired  by  many  of  the  rulers 
of  Europe;  Simon  Verelst  was  patronised  in 
English  royal  circles,  so  much  so  that  it  went  to 
his  head,  and  he  took  to  calling  himself  the  'God 
of  Flowers;  Osias  Beert  collaborated  with 
Rubens.  Nowadays  few  details  of  the  life  and 
work  of  these  artists  are  known.  Although  their 
work  seldom  appears  on  the  art  market  their  re- 
putations have  been  lowered  by  the  numerous 
mediocre  flower  pictures  which  do.  This  exhibi- 
tion is  exceptional  in  that  it  brings  together  over 
twenty  paintings  of  good  and  sometimes  super- 
lative quality  which  have  passed  through  the 
firm  of  John  Mitchell  and  Son  during  the  last 
forty  years  and  arc  now  in  British  private 
collections. 

Pictures  in  which  a  bouquet  of  flowers  in  a 


glass  or  vase  was  the  main  subject  first  became 
popular  very  early  in  the  seventeenth  century  in 
Flanders.  Three  of  the  four  artists  who  achieved 
this  popularity  are  represented  in  the  exhibition: 
Ambrosius  Bosschaert  the  Elder  (1 573-1621), 
Osias  Beert  (c  1 580-1624),  and  Roelant  Savery 
(1576-1639);  the  spirit  of  Jan  'Velvet'  Brueghel, 
who  was  famous  for  his  large  flowerpieces,  is  felt 
in  many  of  the  works  exhibited.  Of  these  four 
only  Bosschaert  devoted  himself  exclusively  to 
flower  painting  and  he  may  be  said  to  be  the 
founder  of  this  genre  in  the  Northern  Nether- 
lands, where  he  fled  as  a  refugee  from  Antwerp  in 
1593.  The  copper  panel  (No.  1)  was  painted  in 
1 62 1,  the  year  of  his  death,  and  is  inscribed  in 
French  by  an  unknown  hand:  'It  is  the  angelic 
hand  of  the  great  painter  of  flowers,  Ambrose, 
famous  right  up  to  his  death'.  The  colourful 
flowers  are  carefully  delineated  and  placed  up- 
right in  a  glass  bowl  on  a  shelf.  This  format  was 
followed  by  his  three  sons,  as  can  be  seen  in  the 
two  by  Abraham  and  Johannes  which  are  exhi- 
bited. The  influence  of  the  Bosschaert  tradition 
is  also  clear  in  the  work  of  Jacob  Marrel  (1613- 
1681)  who  worked  in  Utrecht  and  Frankfurt, 
represented  here  by  a  particularly  fine  picture, 
painted  in  1635. 

Panels  by  Ambrosius  Bosschaert  himself  are 
rare,  as  are  the  flowerpieces  of  Roelant  Savery, 
another  refugee  from  Flanders,  who  spent  much 
of  his  later  career  in  the  Northern  Netherlands. 
Most  of  his  pictures  arc  of  fantastic  mountain  or 
forest  scenery,  often  crammed  with  every  known 
kind  of  bird  or  beast.  This  panel  of  161 1  (No.  2) 
is  very  simple  and  informal,  with  only  three 
colours,  pink,  blue  and  green  predominant. 

In  Antwerp  at  this  time  Jan  'Velvet'  Brueghel 


was  a  major  influence  on  painters  of  flowers  and 
Osias  Beert's  flowerpieces  used  to  be  assigned  to 
him.  However,  the  pointed  petals  and  leaves,  the 
closely  massed  blooms,  and  the  rose  hanging 
down  on  a  long  twisting  stem  are  characteristics 
of  Beert.  Brueghel's  influence  was  also  important 
in  the  life  and  career  of  Daniel  Seghers  (1590- 
166 1),  who  though  brought  up  a  Protestant  in 
the  newly  formed  United  Provinces,  returned  to 
his  native  Antwerp  in  1610.  There  Brueghel 
taught  him  the  art  of  flower  painting  and  con- 
verted him  back  to  the  Catholic  faith.  He  became 
a  Jesuit  and  painted  garlands  of  flowers  round 
images  of  the  Madonna  and  Child.  Secular 
bouquets  therefore  are  rare.  Unlike  Brueghel's 
elaborate  flowerpieces  the  one  here  is  a  simple 
composition:  a  few  flowers  are  grouped  in  a  glass, 
the  blooms  brightly  illuminated  against  a  dark 
background.  A  similar  description  can  be  applied 
to  the  flowerpiece  by  Jan  van  Kessel  (1626-1679), 
Brueghel's  grandson,  who  was  also  working  in 
Antwerp  -  even  the  same  kind  of  glass  is  used. 

Soon  after  the  middle  of  the  seventeenth  cent- 
ury the  tradition  of  flower  painting  in  Antwerp 
declined.  By  contrast  in  the  north,  it  flourished 
and  as  the  prosperity  of  the  Dutch  merchant  and 
burgher  classes  increased,  so  did  the  taste  for 
luxurious  living  and  the  demand  for  decorative 
furnishings  for  their  houses.  The  two  latest 
flower  painters  represented  in  the  exhibition, 
Simon  Verelst  (1644-c  1721)  and  Rachel  Ruysch 
(1664-1750)  are  Dutch-born  artists  and  the  work 
of  both  reveals  an  elegance  and  opulence  lacking 
in  the  compositions  of  the  older  Flemish  artists. 
Both  pieces  in  the  exhibition  are  splendid 
examples  of  the  work  of  two  acknowledged 
masters  of  the  genre:  the  Verelst  shows  his  three 


1.  Ambrosius  Bosschaert  the  Elder. 
Signed  and  dated  1621,  31.6  X  21.6  cm. 


2.  Roelant  Savery. 
Signed  and  dated  161 1,  23.5  X  16.7  cm. 


favourite  flowers,  the  rose,  the  poppy  and  the 
tulip  grouped  with  others  in  a  diagonal  composi- 
tion; the  Ruysch  with  its  rich  colours  and 
marked  chiaroscuro  makes  a  sumptuous  display. 

The  still-lifes  in  the  exhibition  are  also  fine 
examples  of  their  artists'  work.  Until  recently 
Osias  Been  w  as  know  n  only  tor  His  still-lifes  such 
as  the  'breakfast-piece'  here,  which  dates  from  the 
years  of  Ins  maturity,  1610-1615,  and  shows  a 
mouth-watering  selection  of  fruit,  wine  and  nuts 
on  a  table.  Like  Beert,  Isaac  Sorcau  (1604-r.  1638) 
could  paint  fruit  and  flowers  with  equal  skill. 
Sorcau  was  the  son  of  another  refugee  painter 
from  Antwerp,  and  worked  in  Frankfurt,  but 
details  of  his  career  are  obscure,  and  only  twenty- 
five  of  his  works  arc  known.  Most  follow  similar 
formats  to  No.  3  and  many  of  the  same  objects 
appear  in  them :  for  instance,  a  basket  with  grapes, 
blue  and  white  bowl  with  loganberries,  and 
prunted  glass  with  flowers,  all  arranged  hori- 
zontally on  a  shelf,  appear  in  a  panel  in  the 
Ashmolcan  Museum,  Oxford.  But  in  his  best 
works,  each  object  is  so  carefully  placed  and 
delicately  painted,  that  the  compositions  do  not 
become  monotonous.  The  refinement  and 
simplicity  of  these  two  works  by  Beert  and 
Sorcau  is  a  far  remove  from  the  robust  and 
elaborate  game  pieces  of  contemporaries  in 
Flanders  such  as  Snyders,  and  closer  in  feeling  to 
the  early  Dutch  still-life  painters. 

Two  of  the  greatest  exponents  of  the  'breakfast 
piece'  in  the  first  half  of  the  seventeenth  century 
in  the  United  Provinces  were  Pieter  Claesz 
(1597-1661)  and  Willem  Claesz.  Heda  1593- 
1682).  Both  were  working  in  Haarlem  at  the 
same  time  and  used  similar  props  such  as  pewter 
tankards  and  plates,  glasses,  knives,  rolls  of 
bread,  oysters  and  fruit,  painted  in  similar 
monochrome  tones ;  but  each  has  distinct  charac- 
teristics. The  Heda  (No.  4),  painted  in  1631  is 
highly  finished  -  each  detail  and  reflection  is 
delineated;  the  Claesz  (No.  5),  of  1646,  is  more 
loosely  painted  and  the  objects  more  informally 
arranged.  The  differences  between  the  two  can 
easily  be  seen  if  the  pepper  spill  in  both  pictures 
is  compared :  in  the  Heda  the  paper  is  crisp  and 
the  red  and  black  writing  is  clear  and  reflected 
in  the  plate;  in  the  Claesz  the  paper  is  roughly 
twisted  and  the  writing  is  indecipherable  -  the 
spill  is  more  a  part  of  the  composition  than  an 
object  in  its  own  right.  Both  artists  are  masters 
of  their  genre  and  these  two  panels  are  fine 
examples  of  their  work. 

Two  paintings  in  the  exhibition  do  not  fall  into 
the  category  of  either  flower  or  still-life  painting: 
a  small  gouache  of  insects  set  against  white 
vellum  by  Jan  van  Kessel  and  a  Feathered  Choir  by 
Melchior  d'Hondecoeter.  The  van  Kessel  both 
recalls  the  traditions  of  Flemish  manuscripts  of 
the  previous  century  and  reminds  us  of  the 
scientific  discoveries  of  the  seventeenth  century. 
D'Hondecoeter's  pictures  of  birds  have  always 
been  admired  for  their  realism  but  although  he 
was  very  prolific,  they  are  seldom  as  elegant  and 
lively  as  this. 

No  one  would  pretend  that  the  pictures  in  this 
exhibition  are  great  masterpieces,  but  the  ones 
mentioned  here  are  all  good  examples  of  the 
work  of  artists  who  shone  in  their  own  field,  and 
the  Claesz  and  the  Heda  could  stand  with  many  of 
the  smaller  Dutch  seventeenth-century  master- 
pieces. The  catalogue  with  essays  by  Ingvar 
Bergstrbm  and  Peter  Mitchell  docs  credit  to  the 
pictures  and  is  invaluable  to  anyone  interested  in 
the  subject.  Briony  Llewellyn 


Pieter  Claesz.  Signed  and  dated  1646,  14^  x  20$  inches. 


Salerooms 

Briony  Llewellyn 


i.  Owo  ivory  bowl  and  cover, 
eighteenth  century  or  earlier. 
Height:  21.5  cm. 
Christie's,  July  1976.  £22,000. 


Only  six  or  eight  specimens,  some  incomplete, 
of  this  form  are  known,  most  in  museums.  The 
modelling  of  the  figures,  although  primitive,  and 
the  quality  of  the  carving  is  very  fine.  The  bowl 
fetched  the  highest  price  in  this  sale  of  African  art 
from  the  collection  of  the  late  James  T.  Hooper. 
Other  fine  objects  in  this  notable  sale  were  an 
Udo  bronze  head  from  the  sixteenth  century 
(£19,000) ;  a  Benin  carved  ivory  flywhisk 
handle  (£3,400) ;  a  Benin  carved  ivory  baton 
(£2,200) ;  a  Yoruba  wood  mask,  the  janus  head 
surmounted  by  a  female  rider  with  a  child 
(£2,600) ;  and  a  Kongo  wood  female  figure  with 
a  child  (£4,000). 
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2.  Silver  gilt,  onyx,  rock  crystal 
and  ivory  group  of  five  figures, 
playing  cards  at  a  table  beneath 
an  oak  tree.  Height:  39  cm. 
Phillips,  August  1976.  £4,200. 


3.  Silver  gilt  tankard,  1602. 
Height:  8  inches. 

Sold  by  the  village  church  of 
St.  Andrew's,  Heddington,  Wiltshire, 
to  pay  for  repairs  to  the  church's  roof. 
Phillips,  July  1976.  £21,000. 

Left. 

4.  Capodimonte  Commedia  dell'Artc  group 
depicting  Harlequin  playing  the  Neapolitan 
card  game  of  scopa  with  Pulcinella, 
watched  by  Pantaloon, 

modelled  by  Giuseppe  Gricci,  c.  1750. 

Sotheby's,  July  1976.  £32,000, 

an  auction  record  for 

a  piece  of  Italian  porcelain. 


5.  Achaemenid  glass  bowl, 
pale  green,  fifth  century  bc. 
Diameter:  17.2  cm. 
Sotheby's, July  1976.  £62,000, 
an  auction  record  for  a 
piece  of  glass. 


6.  Suit  of  orange  velvet,  comprising 
coat,  waistcoat  and  breeches,  c.  1765, 
worn  by  Alleyne  Fitzherbert, 
Lord  of  St.  Helen's  (1753-1 839). 
Christie's  South  Kensington,  August  1976. 
£600. 
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That's  what  "The  Times"  said  about  us. 


The  Suddeutsche  Zeitung  is  a 
member  of  T.E.A.M.,  a  group  of 
14  top  newspapers  in  10 
countries  all  over  Europe. 
The  'Suddeutsche'  has  the 
highest  circulation  of  any  of  the 
three  German  members,  (F.A.Z., 
Welt  and  Suddeutsche)- 
304,225  copies  average  Monday 
to  Saturday,  2nd  quaiter  1976. 

South  Germany,  Suddeutsche's 
home  ground,  is  the  fastest 
9xpanding  business  area  in  the 


Federal  Republic,  and  it  is  here 
that  the  industries  of  the  future 
are  concentrated. 

Anyone  interested  in  keeping 
in  touch  with  this  booming 
market  and  its  affluent  society 


needs  the  Suddeutsche  Zeitung. 

The  Suddeutsche  means  direct 
contact  with  a  fastidious  reader- 
ship demanding  authoritative 
information  to  a  very  high 
standard. 


SiiddeuTsctieZeining 

The  world's  newspaper  from  Munich.  A  member  of  the  T.E.A.M.  group 
(Top  European  Advertising  Media). 


SHOWCASE 


English  Painted  Enamel  Boxes  have  been 
famous  for  more  than  200  years.  Today, 
Crummies  <j  Co.  are  making  Enamel  Boxes  with 
the  same  traditional  qualities  as  their 
predecessors. 

' 'Anno  Domini ' '  Box 

^ZXC.19760X^ 

The  first  of  a 
series  of  annual 
boxes  to  be  issued 
every  September. 
This  year  depicts 
a  robin  surrounded 
by  holly  on  festive 
scarlet  base. 
Size  1  W  diam. 
Price  £15.75 

CRUMMLES&  CO. 

Cromer  Rd.  Poole  Dorset 


FIREARMS  13.50 

From  all  good  booksellers  or  from 

THE  CONNOISSEUR  BOOK  DIVISION, 

CHESTERG ATE  HOUSE, 

VAUXHALL  BRIDGE  ROAD.SW1V  1HF 


Set  of  three  silver-gilt  dessert  dishes  by 
Richard  Williams.  Maker's  mark  only. 
Dublin  circa  1770.  Length  11J  ins. 
Weight  46  ozs.  Price  £975.00. 

H.  R.  JESSOP  Ltd. 

3  MOTCOMB  ST.,  BELGRAVE  SQ. 


LONDON  S.W.I 


01-235  2978 


A  DICTIONARY  OF  MARKS 

Price  £3.95 


From  all  good  booksellers  or  from 
THE  CONNOISSEUR  BOOK  DIVISION 
CHESTERGATE  HOUSE, 
VAUXHALL  BRIDGE  ROAD,  SW1V  IH1 


The  Connoisseur 


Register  Advertisements 


WANTED 


Spherical  glass  timepieces,  paperweight  type;  and  holders  for  such 
timepieces.  Please  include  full  details  and  price  to:  Mr.  James  F.  Blinder, 
2^50  W.  Grand,  Chicago,  Illinois  60612  USA. 


Wanted  -  Complete  set  of  Connoisseur  magazines.  Offers  please  to 
Box  No.  8744. 


Antiques  Watches  .  .  .  Ancient,  original,  singly  or  collection,  keenly 
sought  privately  (preferably)  by  collector.  Box  No.  8740. 


Wanted:  Copy  of  The  Connoisseur  October  1926  issue.  Please  ring 
Mrs.  Diana  Buckingham  01-654  7874. 


FOR  SALE 


18ct,  Gold  Snuff  Box  by  Aucoc  of  the  House  of  Morel  Paris  circa 
1846,  bearing  Coat  of  Arms  Pope  Pius  IX  on  reverse  and  enamel 
miniature  after  Raphael  of  Madonna  and  Child  on  front.  Enquiries: 
P.O.  Box  95,  Inverell  N.S.W.  2360  Australia. 


Marble  Regency  Fireplaces  -  Ornate.  Two  white  pairs  and  single 
grey.  Sold  as  wanted.  Cheltenham  (0242)  35480. 

Display  cases.  A  range  of  wall  and  table  mounting  glass/mahogany 
cases  to  enhance  and  protect  your  small  antiques.  Send  S.A.E.  for  list. 
B.  Chapman  (C.1.)  27  Horsa  Road,  Bournemouth.  BH6  3AL. 

Antique  Veneers  -  surplus  stock  of  Victorian  Cabinet  maker  -  Walnut, 
Mahogany,  Elm,  etc.,  etc.,  Approx.  3  to  4  cwt.  to  be  sold  in  one  'Lot'  - 
Private  sale  -  £325  the  whole  -  Tapper,  20  Orchard  Gardens,  Teign- 
mouth,  Devon.  Tel:  Teignmouth  2651/2. 


MISCELLANEOUS 


Private  American  Collectors  want  to  assemble  and  purchase 
Russian,  Animalier,  Art  Nouveau  &  Deco  Bronzes.  Advanced  Galle, 
French,  English  &  American  Art  Glass.  Antique  Porcelain  Placques. 
Important  1  9th  Century  Post-War  Ef  Contemporary  Posters,  Drawings,  & 
Lithographs.  Excellent  References.  Discretion  and  Strictest  Confidence. 
K.  Et  A.  Ltd.,  1201  Brickell  Avenue,  Miami,  Florida,  33131,  Tel.  (305) 
373-5021.  We  purchase  individual  pieces  or  entire  collections  world 
wide. 


American  dealer  in  early  English  oak  or  walnut,  looking  for  new 
wholesale  sources.  Box  No.  8754. 


Detailed  Editorial  Indexes  for  The  Connoisseur  are  published  three 
times  a  year  at  £4.50  each  (plus  8^  postage).  From  The  Circulation  Dept. 
The  National  Magazine  Co.  Ltd.,  22  Armoury  Way,  London  S.W.18. 


Renaissance  Polish*  Versatile  translucent  wax  that  gently  lifts  the 
grime  of  antiquity  from  all  surfaces,  leaving  them  delightful  to  see  and 
touch.  Made  with  the  consent  of  the  British  Museum  and  supplied 
to  professional  restorers  everywhere.  Renaissance  is  now  available 
privately  by  mail  order  readers  of  The  Connoisseur,  at  Chestergate 
House,  Vauxhall  Bridge  Road,  London,  SW1V  1HF.  Price  per  can, 
including  postage  and  packing,  and  (in  UK  only)  VAT;  US  $7.50  (air) 
$6.00  surface  mail,  Canada  $8.40  (air),  $6.00  surface  mail.  Price  per 
can  UK  £1.95,  Europe  £2.50,  Australia  (£4.60  air),  £2.50  surface  mail. 
1 0%  discount  overall  discount  of  six  or  more  cans. 
♦('Exceptional  .  .  .  unique  wax  polish'  -  The  Connoisseur,  Oct.  1970). 


Register  advertisements  are  25p  per  word  minimum  £3.50  for  15  words 
which  must  be  prepaid  and  sent  to  the  Advertisement  Manager, 
THE  CONNOISSEUR.  CHESTERGATE  HOUSE,  VAUXHALL  BRIDGE 
ROAD,  LONDON,  SW1V  1HF  (01-834  2331).  Addresses  or  Box 
Numbers  must  be  inserted  and  replies  to  the  latter  should  be  clearly 
marked  with  the  Box  Number.  The  Proprietors  of  The  Connoisseur  accept 
no  responsibility  for  any  sales  affected. 


MAIL  ORDER  PROTECTION  SCHEME  (LIMITED  LIABILITY).  If  you  order  goods  from  mail  order  advertisers  in  this  magazine  and  pay  by  post  in  advance  of  delivery, 
this  publication  (The  Connoisseur)  will  consider  you  for  compensation  if  the  advertiser  should  become  insolvent  or  bankrupt,  provided: 

1 .  You  have  not  received  the  goods  or  had  your  money  returned;  and 

2.  You  write  to  the  publisher  of  this  publication  (The  Connoisseur)  explaining  the  position  not  earlier  than  28  days  from  the  day  you  sent  your  order  and  not  later  than 
2  months  from  that  day. 

Please  do  not  wait  until  the  last  moment  to  inform  us.  When  you  write,  we  will  tell  you  how  to  make  your  claim  and  what  evidence  of  payment  is  required. 
We  guarantee  to  meet  claims  from  readers  made  in  accordance  with  the  above  procedure  as  soon  as  possible  after  the  advertiser  has  been  declared  bankrupt  or  insolvent 
up  to  a  limit  of  £1 .960  per  annum  for  any  one  advertiser  so  affected  and  up  to  £5,880  p. a.  in  respect  of  all  insolvent  advertisers.  Claims  may  be  paid  for  higher  amounts, 
or  when  the  above  procedure  has  not  been  complied  with,  at  the  discretion  of  this  publication  ( The  Connoisseur);  but  we  do  not  guarantee  to  do  so  in  view  of  the  need 
to  set  some  limit  to  this  commitment  and  to  learn  quickly  of  readers'  difficulties. 

This  guarantee  covers  only  advance  payments  sent  in  direct  response  to  an  advertisement  in  this  magazine  (not.  for  example,  payments  made  in  response  to  catalogues 
etc.  received  as  a  result  of  answering  such  advertisements).  Personal  advertisements  are  excluded. 


die  Kunst 


is  publishing  articles 
on  history  of  art  for  a 
better  understanding  of  Old 
Masters'  works;  contributions 
and  discussions  on  modern  art. 


die  Kunst 


carries  the  latest  news  from  the  art  market: 
auctions  -  exhibitions  -fairs  and  museums.  Reviews. 


die  Kunst 


(In*  m*Mmw  llrini 


is  dealing  with  all  kinds  of  creative  activity  in  art:  paint- 
ing -  sculpture  -  graphic  art  -  architecture  and  interior  design. 


die  Kunst 


(IMS.  M  Ill'IH-  11,-IMl 


is  the  oldest  German  art  journal  (founded  in  188))  offering  in  each  issue  most 
interesting,  engaging  and  informative  features,  i.  e.  ''international  art  scene". 


die  Kunst 


(la*  m  hour  I  l.  rn 


comes  out  monthly  with  detailed  summaries  in  English. 


Please 
send  me 


t 


Subscription  rate  for  one  year  DM  96,-/£18.00/US-$58.00 
for  three  years  DM  230,-/£43.50/US-$90.00 
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D-8000  Miinchen  90 
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Name 


Address 


Norman  Adams  Ltd. 

S-io  Hans  Road,  Knightsbridge,  London  SW3 
Tel:  01-589  5266 

Fine  1 8th  Century  English  furniture  and 
Works  of  Art 

Thos.  Agnew  &  Sons  Ltd. 

43  Old  Bond  Street,  London  wi 
Tel:  01-629  6176 

Paintings,  Watercolours,  Drawings  and 
Engravings  of  all  Schools 

Maria  Andipa's  Icon  Gallery 

162  Walton  Street,  London  SW3 
Tel:  01-589  2371 

Byzantine,  Greek,  Russian,  Ethiopian  &  Syrian 
Icons  14th  to  igth  Century 

Algernon  Asprey  Ltd. 

27  Bruton  Street,  London  wix  8ha 
Tel:  01-629  2608,  Telex:  21 142 

Fine  antique  furniture,  clocks  and  silver; 
specially  designed  modern  jewellery  and 
presentation  items;  interior  furnishing 

Bentley  &  Co. 

65  New  Bond  Street,  London  wiy  9DF 
Tel:  01-629  0651/0325 

Antique  Jewels,  Antique  watches,  Jewelled  objects 
of  Art,  Russian  enamels 

Raymond  Benardout  Gallery 

5  William  Street.  Knightsbridge, 
London  swix  9HL,  Tel:  01-235  336°  (24  hours). 
Antique  and  decorative  Rugs  and  Tapestries. 
Open  Monday  to  Friday  10  a.m.  -  6  p.m. 
Saturdays  till  1  p.m. 

H.  Blairman  &  Sons  Ltd. 

119  Mount  Street,  London  wiy  511B 
Tel:  01-493  °444 

1 8th  Century  Furniture,  Regency  Furniture, 
Chinese  Mirror  Pictures  and  Works  of  Art 

Bluett  &  Sons  Ltd. 

48  Davies  Street,  London  wi 
Tel:  01-629  4018/3397 

Oriental  Ceramics  and  Works  of  Art 
Brod  Gallery 

24  St.  James's  Street,  London  swi 
Tel:  01-839  3871 

Fine  Paintings  and  Drawings 

W.  G.  T.  Burne 

n  Elystan  Street,  London  SW3 
Tel:  01-589  6074 

English  and  Irish  glass  chandeliers,  candelabra,  etc. 
Carrington 

130  Regent  Street,  London  wi 
Tel:  01-734  3727 

Antique  and  Modern  Silver,  Military  Silver  and 
badge  brooches 


Clarges  Fine  Art 

158  Walton  Street,  London  SW3 
Tel:  01-584  3022 

Watercolours,  Drawings,  Oil  Paintings, 
British  School  igth  and  20th  centuries 
BY  APPOINTMENT 

Colnaghi 

14  Old  Bond  Street,  London  wi 
Tel:  01-491  7408 

Fine  old  master  paintings,  drawings  and  prints 
Cramer 

3  8  Javastraat,  The  Hague  201 1,  Holland 
Tel:  070-63  07  58 

Fine  Old  Master  Paintings, 
catalogue  upon  request 

Crane  Arts 

321  Kings  Road,  London  SW3,  Tel:  01-352  5857 

English  and  American  Primitive  paintings, 
Modern  naives 

Crane  Kalman  Gallery 

178  Brompton  Road,  London  SW3 
Tel:  01-584  7566 

20th  century  master  painters  of  merit  (but 
neglected)  younger  British  artists 

Delomosne  &  Son  Ltd. 

4  Campdcn  Hill  Road,  Kensington, 
London,  w8 

Tel:  01-937  1804 

Extensive  stock  of  English  and  Irish 
Glass  of  all  kinds  also  European  Ceramics 

Albrecht  C.  Diirfeldt, 

Oddcniskamp  15,  2000  Hamburg  54, 
Germany 

Herbert  Ernst  &  Co. 

1  Berlin  31,  Ballenstedter  Str.  16, 
Germany 

Fine  Art  Society 

148  New  Bond  Street,  London  wi 
Tel:  01-629  51 16 

British  Art  of  the  18th  to  20th  centuries, 
Paintings,  Watercolours,  Drawings  and 
Sculpture 

Fischer  Fine  Arts  Ltd. 

30  King  Street,  St.  James's,  London  swi 
Tel:  01-839  3942 

20th  century  masters  and  contemporary  paintings 
and  drawings 

S.  Franses 

71  Knightsbridge,  London  swi 
Tel:  01-235  1888 

Oriental  and  European  carpets,  tapestries  and 
works  of  art 


Frost  &  Reed  Ltd. 

41  New  Bond  Street,  London  wi 
Tel:  01-629  2457 

18th- igth  century  English  and  Dutch  Paintings, 
Contemporary  English  and  Modern  French 
Paintings 

Fry  Gallery 

58  Jermyn  Street,  St.  James's,  London  swi 
Tel:  01-493  4496,  Cables:  Fryart,  London 

English  Watercolours  and  Drawings  of  the 
18th  and  igth  centuries 

Dr.  Hans  Geiger 

7800  Freiburg  im  Breisgau 

Schwarzwaldstrasse  169, 

Germany 

Tel:  (76i)-39676 

All  Works  of  Art 

Galerie  Alexander 

8022  Zurich,  Schipfe  1,  Switzerland 

Christopher  Gibbs  Ltd. 

118  New  Bond  Street,  London  wiy  9AB 
Tel:  01-629  2008/9 

Works  of  Art  and  Fine  Paintings 

Richard  Green  (Fine  Paintings) 

44  Dover  Street,  London  wi,  Tel:  01-493  7997 
18th  and  igth  Century  English  Paintings, 
lyth  and  18th  Century  Dutch,  Flemish  and 
Italian. 

17th  to  igth  Century  European  Paintings 

Halcyon  Days  Ltd. 

14  Brook  Street,  Hanover  Square, 
London,  wiy  iaa 

1 8th  and  early  1  gth  Century  English  enamels. 
Sole  U.K.  stockists  of  modem 
Bilston  Enamel  Boxes,  having 
revived  the  craft  in  igyo 

Hazlitt  Gallery  Ltd. 

4  Ryder  Street,  St.  James's,  London  swi 
Tel:  01-930  6821 

Italian  17th  and  18th  Century  Paintings, 
French  Paintings  oj  the  Barbizon  School 

Heim  Gallery 

59  Jermyn  Street,  St.  James's  London  swi 
Tel:  01-493  °688 

Old  Master  Paintings  and  Sculptures 

Hennell,  Frazer  &  Haws  Ltd. 

1  Davies  Street,  Berkeley  Square, 
London  wiy  2ny,  Tel:  01-499  301 1 

Antique  and  modern  jewellery  and  silver,  domestic 
silver  by  the  Hennellsfrom  ijjj 

Edwin  H.  Herzog 

49  Brook  Street,  London  wi 
Tel:  01-629  546o 
Fine  18th  Century  English  furniture 
and  Works  of  Art 


Hollingshead  &  Co. 

783  Fulham  Road,  London  sw6 
Tel:  01-385  8519 

Marble  and  Wood  Fireplaces  and  Grates,  Largest 
selection  in  London.  Marble  Slips  and  Hearths. 
Renovation  works  undertaken 

Holmes 

29  Old  Bond  Street,  London  wi 
Tel:  01-493  1394 

Jewellery,  Antique,  Victorian  and  fine  modern 
silver 

George  Horan  (Oriental  Antiques)  Ltd. 

28  St.  Christopher's  Place,  Wigmore  Street, 
London  wi,  Tel:  01-935  7359  (01-622  5968 
after  7  p.m.) 

By  Appointment  Suppliers  to  the  Corps 
Diplomatique. 

Oriental  ceramics,  bronzes,  jade,  paintings, 
carvings,  etc. 

Margot  Inauen 

1000  Berlin  37,  Riemeistcrstrasse  34, 
Germany 

Alan  Jacobs 

15  Motcomb  Street,  Belgrave  Square, 
London  swi,  Tel:  01-235  5944 
Specialising  in  lyth  Century  Dutch  and  Flemish 
Old  Master  Paintings  and  Drawings 

William  Job 

84-86  Pimlico  Road,  London  swi 
Tel:  01-730  7374 

Works  oj  Art,  English  Oak,  cottage 
furniture,  treen 

Oscar  &  Peter  Johnson 

Lowndes  Lodge  Gallery,  27  Lowndes  Street, 
London  swi,  Tel:  01-235  6464 

Specialists  in  English  Paintings  of  the  iSth  and  igth 
centuries 

H.  W.  Keil 

27  Mount  Street,  Mayfair,  London  wi 
I  Tel:  01-629  6448 

Specialists  in  Fine  Oak  and  Walnut  Furniture 

E.  &  C.  T.  Koopman  &  Son  Ltd. 

53-65  Chancery  Lane,  London  WC2 

Tel:  01-242  7624 

and  at  John  Dalton  House 

4  John  Dalton  Street,  Manchester  M2  6jp 

Tel:  061-834  2420  and  061-832  9036 

Buyers  and  exporters  of  antique  silver,  silver  plate 
and  jewellery 

Kunst-u.  Auktionshaus, 
D.  M.  Klinger, 

85  Niirnberg,  Miihlgasse  1,  Germany 


R.  A.  Lee 

1-9  Bruton  Place,  London  wi 
Tel:  01-629  5600  and  499  6266 

Specialists  in  antique  clocks 
Important  stock  of  early  works  of  art,  paintings, 
furniture,  silver  and  other  items 

Lefevre  Gallery 

30  Bruton  Street,  London  wi 
Tel:  01-629  2250 

Specialists  in  Fine  igth  and  20th 
Century  Paintings,  Drawings  and  Bronzes 

Little  Gallery 

5  Kensington  Church  Walk,  London  w8 
Tel:  01-937  8332 

Tuesday  to  Saturday  11  a.m.  to  6  p.m. 
or  by  appointment. 

18th  to  20th  Century  Watercolours  and  Drawings 

J.  S.  Maas  &  Co.  Ltd. 

15a  ChfFord  Street,  New  Bond  Street, 
London  wi,  Tel:  01-734  2302 

English  Paintings,  drawings  and 
watercolours  1782-1920 

D.  M.  &  P.  Manheim 
(Peter  Manheim) 

69  Upper  Berkeley  Street, 
Portman  Square,  London  wi 
Tel:  01-723  6595 
Member  of  B.A.D.A. 

Specialist  in  Fine  English  antique  Porcelain, 
Pottery,  Dclftware  and  Enamels 

Marlborough  Fine  Art 

6  Albemarle  Street,  London  wix  3HF 
Tel:  01-629  5161,  Cables:  Bondartos 

Fine  Impressionists  and  20th  Century  Paintings, 
drawings  and  sculpture 

Marlborough  Graphics  Ltd. 

17-18  Old  Bond  Street,  London  wi 
Tel:  01-629  5 161,  Cables:  Bondartos 

Contemporary  Graphics  and  Mulitiples 

Roy  Miles  Fine  Paintings  Ltd. 

6  Duke  Street,  St.  James's,  London  swi 
Tel:  01-930  8665;  Telex:  916187 
Gallery  hours:  Monday  -  Friday,  10-6 

English  and  European  Paintings 
of  fine  quality 

John  Mitchell  &  Sons 

8  New  Bond  Street,  London  wi 
Tel:  01-493  7567 

Old  Master  Paintings 

Gerald  M.  Norman  Gallery 

8  Duke  Street,  St.  James's,  London  swi 
Tel:  01-839  7595 

18th,  igth  and  20th  Century  English  and  French 
watercolours  and  drawings 


James  R.  Ogden  &  Sons  Ltd. 

42  Duke  Street,  St.  James's,  London  swiy  6dj 
Tel:  01-930  3353 

Specialists  in  Ancient  Jewellery,  Jewellers  and 
Silversmiths  for  four  generations.  Also  at  Harrogate 

Omell  Galleries 

22  Bury  Street,  St.  James's,  London  swi 
Tel:  01-839  4274 

Fine  igth  Century  paintings  at  realistic  prices 

40  Albemarle  Street,  Piccadilly,  London  wi 
Tel:  01-499  3685 

20th  Century  British  and  European  Paintings 
and  Marine  Paintings  at  realistic  prices 

Parker  Gallery  (Estb.  1750) 

2  Albemarle  Street,  London  wix  3HF 
Tel:  01-499  5906 

Marine,  Military,  Topographical  and  Sporting 
Paintings,  Prints  and  Watercolours,  Old  Maps, 
Ship  Models  and  Curios 

David  Peel  &  Co.  Ltd. 

2  Carlos  Place,  Mount  Street,  London  wi 
European  works  oj  art 

David  Pettifer 

269  King's  Road,  London  SW3  5 en 
Tel:  01-352  3088 

18th  and  early  igth  century  English  furniture 
Phillips  &  Harris 

54  Kensington  Church  Street,  London  w8 
Tel:  01-937  3133 

Selected  European,  Oriental  furniture  and 
works  of  art 

Piccadilly  Gallery 

1 6a  Cork  Street,  London  wi 
Tel:  01-629  2875  and  01-499  4632 

British  Figurative  Painters,  International 
Symbolist,  Jugenstil  Works.  Museum  quality 
British  and  Continental  Drawings 

H.  W.  Poulter  &  Son 

279  Fulham  Road,  London  swio 
Tel:  01-352  7268 

18th  Century  Chimney  Pieces,  Grates,  Fenders  and 
Chandeliers 

Prestige  Art  Galleries 

46  Reguliers  Breestraat,  Amsterdam, 
Holland 

Tel:  Amsterdam  240104 

Howard  Ricketts 

180  New  Bond  Street,  London  wiy  9PD 

Tel:  01-409  1971 

Fine  European  Arms  and  Armour 

Islamic  and  works  of  Art, 

Early  Photographic  Material 

Roland  Browse  &  Delbanco 

29  Cork  Street,  London  WI,  Tel:  01-734  7984 
igth  and  20th  Century  European  Paintings, 
Drawings  and  Sculpture 


Rumens  Antiques 

I  Market  Street,  Woodstock,  Oxford  0x7  isu 
Tel:  811618 

ljth-igth  century  Dutch  and  English  paintings 
and  watercolours.  Early  English  porcelain,  small 
furniture  and  barometers 

Frank  T.  Sabin  Ltd. 

4  New  Bond  Street,  London  wi 
Tel:  01-499  5553 

English  Paintings,  Watercolours  and  Fine 
Antiquarian  Prints 

The  Sladmore  Gallery 

32  Bruton  Place,  London  wi 
Tel:  01-499  0365 

lgth  Century  Impressionists  and  Contemporary 
animal  sculpture,  Wildlife  and  sporting  paintings 

Spink  &  Son  Ltd. 

5-7  King  Street,  St.  James's,  London  sw  1 
Tel:  01-930  7888,  Cables:  Spink  London  swi 

Coins,  Medals  and  Orders,  Oriental  Art, 
English  Furniture,  Paintings,  Drawings, 
and  Silver 

Stair  &  Company  Ltd. 

120  Mount  Street,  London  wiy  5HB 
Tel:  01-499  1784/1785 

Fine  English  Furniture  and  works  of  art  of  the 
17th  and  18th  Centuries 


Robin  Symes 

3  Osmond  Yard,  Duke  of  York  Street, 
London  swi,  Tel:  01-930  9856/7 

Ancient  Art 

Alan  Tilman  (Antiques)  Ltd. 

9  Halkin  Arcade,  Motcomb  St.,  London  swi 
Tel:  01-235  8235,  Telex:  916151 

Antique  Paperweights  also  glass  from 

17th- igth  Centuries,  including  English  and  French 

Cameo  glass 

Trevor 

24-25  Mount  Street,  London  wi 
Tel:  01-499  8228 

Important  stock  18th  and  early  igth  Century 
Furniture  and  Works  of  Art 

Tryon 

41-42  Dover  Street,  London  wi 
Tel:  01-493  5 161 
Sporting  and  Natural  History 
Pictures,  Prints  and  Bronzes 

Earle  D.  Vandekar 

138  Brompton  Road,  London  s W3 
Tel:  01-589  8411/3398 

Members  ofB.A.D.A.  and  C.I.N.O.A. 
Large  stock  of  Fine  Chinese,  Continental  and 
English  Porcelain  and  Pottery 


Weston  Gallery 

Weston  Longville,  Norwich,  Norfolk 
Tel:  Gt.  Witchingham  572 

Dutch  and  English  paintings  from 
lyth-igth  Century.  Norwich  School  and 
Dutch  Romantic  Masters 

Wildenstein  &  Co.  Ltd. 

147  New  Bond  Street,  London  wi 

Tel:  01-629  0602,  Cables:  Navild,  London 

Old  Master  and  Impressionist  Paintings 
and  Drawings 

Williams  &  Son 

2  Grafton  Street,  London  wix  31.B 
Tel:  01-493  575i 

Fine  Traditional  paintings  from  the  igth  &  20th 
Centuries  always  on  view 

Temple  Willaims  Ltd. 

Haunch  of  Venison  Yard,  Brook  Street, 
London  wiy  iaf,  Tel:  01-629  i486 

Fine  Regency  Furniture,  Works  oj  Art,  Valuations 

W.  H.  Willson  Ltd. 

15  King  Street,  St.  James's,  London  swiy  6qu 
Tel:  01-930  6463 

Fine  Stock  of  Antique  Silver 

Harriet  Wynter 

352  Kings  Road,  London  SW3 
Tel:  01-352  6494 

Antique  Scientific  Instruments  and  new 
and  old  books  on  the  subject 


Detailed  Editorial  Indexes 

for  The  Connoisseur  are  published 
three  times  a  year  at  £4.50  each 

From 

The  Circulation  Dept., 
The  National  Magazine  Co.  Ltd., 
22  Armoury  Way,  London,  SW18  iHA 


CLEANERS,  CONSERVATORS,  VALUERS 

OF 

Historic  Tapestries,  Aubussons,  Needleworks  Kelims  and 
Oriental  Rugs  for  three  generations. 

Fragile  immovable  pieces  attended  at  their 
location,  otherwise  transport  is  available 
from  Nth.  America,  U.K.  and  Europe  to  our 
London  workshops. 

Behar  Profex 

International  textile  conser- 
1^  vators  and  cleaning 
consultants. 
The  Alban  Building 
St.  Albans  Place 
Upper  Street:  London  Ni  oNX 
Tel:  01-226  0144 


eha 
rofex 


MADE  IN  FRANCE 

watercolours  and  drawings 
18th  -  20th  century 

October  28th  to 
November  20th 
Tuesday  to  Saturday  1 1  to  6 

Phillipe  Mercier  (1689-1760) 
La  Cow  Ardenle,  pencil  and 
coloured  chalk  6\"  by  5 J" 

The  Little  Gallery 

5  Kensington  Church  Walk  W8 
Telephone  01  -937  8332 


F.A.Z. 
opens  the  door  to 
Germany. 


First  steps  into  Germany  are  most  effectively  made 
through  Frankfurter  Allgemeine  Zeitung  because  - 

F.A.Z.  is  the  national  quality  daily  newspaper 
which  publishes  most  information  on  the  art  market. 

F.A.Z.  carries  more  antiques  advertising  than  any 
other  German  national  daily  paper 

F.A.Z.  is  the  daily  paper  which  is  read  by  dealers 
and  collectors. 


For  more  information  contact  John 
Daniels  or  Vera  Uhlmann  at  Frankfurter 
Allgemeine  Zeitung,  37  Brompton  Road, 
London  SW3  IDE,  or  phone  us  on 
01-235  7982  or  01-581  2326  ext.  7. 

Alternatively  please  apply  direct  to 
Frankfurter  Allgemeine  Zeitung,  P.O.  Box 
2901,  6  Frankfurt  I  Main  1,  West  Germany. 
Phone  75911. 


ranffurterjdlgemeine 


ZEITUNG  FOR  DEUTSCHLAND 
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nre  Famille  Vert*  Porcelain 

Club  Shaped  Vase. 
K'ang  Hsi  period.  1662-1722  A.D. 
Height:  18$  inches. 
Ex  collection:  Drelcer-Gorer 
Ex  collection:  Edward  R.  Bacon 

RALPH  M.  CHAIT 

Galleries  Inc. 


INESE  ART 
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KtMKR  Of  TNI  NATIONAL  ANTIOUC  AND  ANT  DtAl 


ON  OF  AMERICA.  INC. 


BY  APPOINTMENT  ANTIQUE  DEALERS  TO  THE  LATE  QUEEN  MARY 

MALLETT 


MALLET  1  .\  SON  (AN  I  IQUES)  LTD..  40  NhW  BOND  STREET,  LONDON  WlY  OBS.  TELEPHONE:  01-499  7411  (s  lines) 
TELEX  25692  CABLES:  MALLETSON  LONDON  WlY  OBS  and  at  BOURDON  HOUSE,  2  DAVIES  STREET,  LONDON  WlY  iLJ 
Also  in  NEW  YORK:  MALLETT  of  LONDON,  P.O.  Box  !9f>  N.Y.  1002S.  Telephone:  (2 1 2)  876  9033.  Telex:  625S0 


An  extremely  fine  and  rare  pair  of  Ch'ien-lung  vases 
with  covers,  decorated  with  coral  and  gold  on  an 
off-white  ground.    Circa  1750. 

Height  ll>r  Width  9.}' 
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THE 
SUMMA-4 
GALLERIES 
INC. 


Devoted  exclusively  to 
important  Greek,  Roman 
and  Etruscan  antiquities. 

Current  catalogue  available 
upon  request 


342  North  Rodeo  Drive/Beverty  Hills,  California  90212/U.SA  /Telephone:  213/278-4434/P.O.  Box  6428 
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Winslow  Homer,  "Boy  Climbing  A  Coconut  Tree" 
watercolor,  20  \  14  inches,  signed  and  dated  low  er  right 


I  xhibited 

Water  Color  Views  by  Winslow  /lomcr,  Reichart  &.  Co.,  New 
York,  January  1  8S6,  Number  I  3  as  "C  ocoa  Nuts" 

Watercolors  by  Winslow  Homer  and  John  Singer  Sargent, 
Philadelphia  Art  Alliance,  November-December  19  2  3,  Number  4, 
as  "Boy  Scaling  I'alm  Tree" 


Kennedy  Galleries  is  proud  to  ot  ter  for  sale  this  excellent  example 
of  American  watercolor.  It  represents  t  lie  high  quality  of  American 
paintings  we  sell  to  leading  museums  and  collectors  throughout 
the  world.  Your  inquiries  are  invited  regarding  our  collection  of 
18th,  19th  &  20th  Century  American  paintings,  drawings  and 
sculpture. 


Kennedy  Qalleries 

40  W.  57  St..  5th  Floor,  N.Y.  10019,  (212)  541-9600 


Silver  and  Ivory  Sculpture 

commissioned  by  Napoleon 

in1807  Now  released 
for  private  sale. 


This  rare  advanced  collector's  European  Silver  and 
Ivory  Sculpture  of  Napoleon  was  commissioned  by 
Napoleon  personally,  the  year  of  his  coronation, 
1807. 

Standing  in  a  jeweled  silver  royal  robe,  finely 
carved  ivory  head  bearing  a  silver  laurel  wreath,  ivory 
hands,  the  ri^ht  arm  outstretched  holding  a  silver 
sceptor  surmounted  with  the  official  Napoleonic 
carved  Eagle  to  scale.  The  plinth, a  rectangular  block 
of  ivory  with  the  tour  sidrs  ha\  ing  applied  hand 
chased  silver  decorations  of  the  Napoleonic  coat  of 
arms,  wreaths  and  a  spread  eagle  with  the  Napoleonic 
crest.  Four  small  scale  sculptures  of  winged  eagles 
comprise  the  feet  of  the  plinth.  The  sculpture  is  en- 
closed in  a  custom  made  glass  and  wood  open 
exposure  display  case.  18'/2"  high;  10"  wide;  and 
6'/2"deep. 

for  information,  kindly  call  (313)  338-9203  or  write. 


CB.  CHARLES' GALLERIES 

Estate  Specialists  ■  Auctioneers  ■  Appraisers 
825  Woodward  Avenue,  Pontiac,  Michigan  48053 
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BY  APPOINT MtN  I 
ANTIQUE  DFALFB 
TO  H.M.  QUEEN 
ELIZABETH  THI 
Qt'EFN  MOTIILM 


c%3^re  &uj&*Jl  and  Gnititienta£  c/tOwr.  c/Hlniala^^. 


Above  ■  XVIIIth  century  enamel, 
ruby  and  diamond  floral  pendant 
with  a  XVIth  century  cameo  of 
head  of  Christ  in  centre. 


V 


*  111 


Above:  XVIIIth  century  oval  enamel 
in  ruby  and  rose  diamond  frame, 
circa  1720. 


Above:  George  IV  silver  gilt  vinaigrette 
by  Ledsam,  Vale  and  Wheeler, 
Birmingham,  1S29. 


Above:  XlXth  century  Swiss  '^^'^^S^^fif' 
enamelled  gold  perfume  <.  7,^^*0**?^)  <f  {-ft 

container,  circa  1820.  JO-^^J^L. 


Above  •  XVIIIth  century  gold 
vinaigrette,  English,  circa  1770. 


ve  left:  Louis  XV  vari  coloured  gold  wax 
by  Nicolas  Duricr,  Paris,  1767. 


Above  right:  Louis  XVI  gold  wax  case 
by  Toussant  Francois  Pillieux, 
Paris,  1788. 


From  our  Collection  of  Objets  de  I  ertu 


(A) 

Q>  & 


Valuations  for  Probate,  Insurance  and  Division 

Telephone   01-629  6261     Telegraphic  Address  " Fuclase  London  W.I" 


Pair  of  Paris  vases 
c.  1812 
Height  13  ins. 


Earle  D.  \&ndekar 


O  of Knightsbridge 


138  BROMPTON  ROAD,  LONDON,  SW3  IHY.   TELEPHONE  01-589  8481/3398 


After  dinner,  try  a  very  smooth,  very 
subtle  change  -Balvenie  pure  malt  whisky 


This  classic  malt  whisky  takes  its  name 
from  the  13th  Century  Balvenie  Castle, 
w  hose  ruins  overlook  the  distillery  in  the 
Fidclich  Valley. 

Today  w  e  still  use  theoriginal  malting 
floor,  old  peat  kiln  and  traditional  methods 
first  employed  by  W  illiam  Grant  and  his 
family  in  the  last  century. 

Then  we  leave  it  to  spend  more  than 
8  long  and  quiet  years  in  old  oak  casks. 

So  if  you'd  like  to  try  a  unique,  smooth- 
tasting  malt  w  hisky,  try  Balvenie  after 
dinner  by  way  of  a  change. 

If  you  d  like  to  buy  the  crystal  decanter, 
beautifully  hand  engraved  by  Caithness 
(cost  £50)  and /or  a  set  of  the  six  malt 
whisky  glasses  (cost  £5)  shown  here,  we 
have  a  limited  number  available. 

Send  your  cheque,  made  payable  to 
\\  illiamCrant  &Sons.The  Balvenie 
Distillery  Dufftown,  Scotland. 

Prices  include  postage,  packing  andVAT 


S   The  Connoisseur,  December,  1976 
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BY  APPOINTMENT  BY  APPOINTMENT  TO 

TO  H  M.  THE  QUEEN  H.M.  QUEEN  ELIZABETH  THE  QUEEN  MOTHER 
HS  SILVERSMITHS  a  JEWELLERS  JEWELLERS 
:Y  ft  COMPANY  LTD.  LONDON  ASPREY  ft  COMPANY  LTD .  LONDON 


P 


re 


Eight  day  ebonised  bracket 
clock  by  Richard  Gregg  of  London, 
the  movement  with  silent  verge 
escapement  and  rise  and  fall  regulation. 

English,  circa  i  750. 
Height:  1  ft.  4  ins. 


ASPREY  &  COMPANY  LIMITED,  165-169  NEW  BOND  STREET,  LONDON  W1Y  OAR.  TEL:  01-493  6767 

alternative  entrance  at  22  Albemarle  Street,  London  W1 
Telegrams:  Culleus  London  Asprey  S  A.  Geneva.  40  rue  du  Rhone.  Geneva  Telex:  25110 

Telephone:  28-72-77 


JEREMY  LTD. 


255  KING'S  ROAD,  CHELSEA,  LONDON,  S.W.3 

Telephone:  01-352  0644  Cables:  JEREMIQUE,  LONDON,  S.W.3 

01-352  3I27 

OPEN  ALL  DAY  SATURDAY 

Members  of  The  British  Antique  Dealers'  Association  Ltd. 
FINEST  ENGLISH  AND  FRENCH  FURNITURE 


A  masterpiece  of  18th  century  carving:  An  exceptionally  fine  Chippendale  period  carved  wood 
and  gilded  wall  mirror  of  important  proportions,  still  retaining  the  original  mirror  plates. 


Ex-collection:  The  Earls  of  Arundell,  Wardour  Castle. 
Dimensions:  Max.  height:  7'  5"  or  2  m.  26  cms.  Max.  width:  4'  0"  or  1  m.  22  cms. 


Seldom  today  docs  the  discerning  collector 
come  across  an  item  not  only  of  outstanding 
quality  but  also  of  noteworthy  construction 
which  tells  its  own  tale  of  18th  century  life. 

This  magnificent  Chippendale  period 
mirror,  the  carved  Rococo  frame  of  which  is  in 
itself  a  masterpiece  of  the  carved  art,  is 
remarkable  in  that  within  the  outer  carving  is 
enclosed  a  complete  Queen  Anne  period  wall 
mirror,  retaining  its  original  soft  bevelled 
mirror  plates  and  whose  sides  still  retain  the 
original  lacquer  "trellis  work"  decoration.  In 
the  year  1 740  the  duty  on  glass  that  had  been 
repealed  in  1699  was  brought  back  thus 
causing  the  commercial  activities  of  the  glass 
maker  to  suffer  serious  setbacks.  From 
contemporary  records  it  is  seen  that  even 
Royal  cabinet  makers  were  forced  to  employ 
the  use  of  "second-hand"  glass  in  their  new 
frames,  so  high  had  production  costs  become. 
Benjamin  Goodison  in  1752  delivered  five 
pier  glasses  to  Kew  Palace  for  the 
unquestionably  modest  sum  of  £28. 15 ;  his 
justification  of  so  reasonable  a  price  being  that 
he  had  used  the  glass  of  unfashionable 
discarded  frames.  John  Linnell  notes  on  one  of 
his  drawings  that  the  lower  plate  on  an  old 
mirror  should  be  used  as  the  "body"  plate  of 
one  of  his  contemporary  creations  together 
with  other  old  glass.  Finally,  close  inspection 
of  Royal  accounts  between  the  years  1 740-1 770 
will  reveal  many  entries  of  the  resilvering  of 
existing  mirror  glasses  during  the  course  of 
repair  to  the  frames.  From  the  above  examples 
of  the  mirror  makers  thrift  comes  the 
explanation  as  to  why  the  "Wardour  Castle" 
mirror  should  prove  a  mixture  of  two  periods 
(the  mid-  18th  century  carving  brings  up  to  date 
a  Queen  Anne  frame  by  adding  a 
contemporary  Rococo  touch)  nevertheless 
realising  the  high  commercial  value  of  the 
superb  existing  plates. 


JEREMY  LTD. 

255  KING'S  ROAD,  CHELSEA, 

LONDON,  S.W.3 

TELEPHONE:  01-352  0644/- 127 


GALERIE 

DE  JONCKHEERE 


Panel,  45  X  84  cm. 
Signed  and  dated  1643 


Sebastien  Vrancx  (1575-1647) 


J.  Griffier  (1645-1718) 
Copper,  39  X  50,5  cm. 
Signed  J.  Griffier 


Abel  Grimmer  (1573-1619) 
Panel,  0  20  cm. 
Signed  and  dated  1618 


First  exhibition  :  decemher  1976 

Coloured  catalogue  sent  on  request. 

55,  Boulevard  de  Waterloo  -  1000  Bruxelles  -  T.  :  512.95.23 
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Some  interesting  silver 

and  silver  gilt  pieces  from  the  Garrard  collection 
of  fine  antique  silver. 


B>  \PPOINIMENI  TO  HKR  M\Jhsr>  I  HL  QUEEN 
GOl  DSMI I  HS  A  I  RO*N  JEWFI  I  ERS.  GARRARD  A  CO  I  TD  LONDON 

GAR  RAR  D 

The  Crown  Jewellers 


li:  RECitNT  STRFFT     I  ONDON  Wl A  2JJ    TH  EPHONf-  01-714  7020 


4§f 


I*- 


A  rare  Chippendale  period  carved  giltwood  overmantel  sconce 
mirror.  Circa  1760. 

■ 

Height  5 '  5"  Width  4'  10*. 
Hotspur  Ltd.,  14  Lowndes  Street,  Belgrave  Square,  London  W.i.  Tel.  235  191! 


The  world's  most 
exclusive  place  to  dine  is 
way  above  the  others. 


Pan  Arm's  big  747s  have  a  First 
Class  dining  room  upstairs-theonly 
one  in  the  air. 

It's  like  a  real  restaurant,  with 
tables,  table  service  and  the  sort  of 
food  you'd  expect  in  atop  restau- 
rant. Try  freshly  cooked  Roast  Beef, 
carved  at  your  table.  There's  a  full 
menu,  accompanied  by  a  choice  of 
fine  wines. 

Like  all  the  best  restaurants, 
you  have  to  book  early.  So  ask  your 
Travel  Agent  to  reserve  your  table 
when  he  Dooks  your  flignt  across  the 
Atlantic. 

It's  all  part  of  Pan  Am 's  World. 

I¥MVAIVI 

Theworld's  most  experienced  airline. 
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in  Mont e-Carlo 


M  4.1  VI  I  \  PA.IOl 

French,  1730-1809 

ANACREON  ARRACHANT  UNE  PLUME 
DES  AILES  DE  L'AMOUR.  1750 

Terracotta  modello;  height  :  56,5 


This  recently-discovered,  unique  sculpture  is 
listed  by  Henri  Stein  as  the  first  recorded  work 
by  Pajou.  It  was  exhibited  by  the  sculptor  as 
a  student  at  the  Ecole  royale  ties  Hives  proteges. 
A  marble  after  this  terracotta  by  an  18th  century 
follower  of  Paiou  is  in  Waddesdon  Manor. 
Ref.  :  Stein.  ■  Paiou  ',  Paris  1912,  pp.  2  and  395. 
Hodpkinson,  1  Waddesdon  Manor  -  Sculptun 
London  1970.  pp.  66.67 


BLACK* N AOEAE  GALLERY 


AVENUE  DES  BEAUX- ARTS 

I'honr  :  (93)  30.77.40 


MONTE-CARLO 


MONACO 


Gables  :  III. A!\ ART,  Monaco 


SPECIALISTS  IV  I  l\i:  EUROPEAN  BRONZES,  SCULPTURE  AND  WORKS  OF  ART 
I  ROM  THE  16TH  TO  EARLY  20TH  CENTURIES 


•  7 


THE  BRITISH  ANTIQUE  DEALERS' ASSOCIATION 

^  LTD. 


20  RUTLAND  GATE 
LONDON  SW7  iBD 
01  589  4128, 2102 


Behind  every  member  is  over 
50  years  of  national  and 
international  experience. 


Sell  to  a  member  and  avoid  some  auctioneers'  increased  charges. 

A  list  of  members  will  be  sent  tree  on  receipt  of  a  stamped  and  addressed  envelope. 

iS   TIic  Connoisseur,  December,  1976 


IHHflHHHHHGHHHHI^HI 


An  exceptionally  fine  example  of  a  Louis  XVI  writing 
table  enriched  with  gilt  mounts  and  made  of  mahogany 
mellowed  to  a  soft  brown  colour.  Circa  1785. 


Length:  5H  inches  -  131  cms. 
Depth:  26  inches  -  66  cms. 
Height:  2%  inches  -  75  cms. 

Left :  A  view  of  the  reverse  side  of  the  table. 


\  ormanjHD>am£ 

8-10  HANS  ROAD,  KNIGHTSBRIDGE, 
LONDON,  S.W.3.       Telephone:  01-589  5266/7 

Member  of  the  British  Antique  Dealers'  Association 


»...  the  best 

hfWegt Qeifnan jourhalism« 


That's  what  "The  Times"  said  about  us. 


The  Suddeutsche  Zeitung  is  a 
member  of  T.E.A.M.,  a  group  of 
1 4  top  newspapers  in  1  0 
countries  all  over  Europe. 
The  'Suddeutsche'  has  the 
highest  circulation  of  any  of  the 
three  German  members,  (F.A.Z., 
Welt  and  Suddeutsche)  - 
304,225  copies  average  Monday 
to  Saturday,  2nd  quarter  1976. 

South  Germany,  Suddeutsche's 
home  ground,  is  the  fastest 
expanding  business  area  in  the 


Federal  Republic,  and  it  is  here 
that  the  industries  of  the  future 
are  concentrated. 

Anyone  interested  in  keeping 
in  touch  with  this  booming 
market  and  its  affluent  society 


needs  the  Suddeutsche  Zeitung. 

The  Suddeutsche  means  direct 
contact  with  a  fastidious  reader- 
ship demanding  authoritative 
information  to  a  very  high 
standard. 


SiiddeiiTscneZeiTung 


Fru  h  j  ahrsa  u  k  l  ionen 
1976 
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RICHARD  GREEN 


y   London  \ 


Christmas  Exhibition 
Paintings  from 
£500  to  £3,000 


36  Dover  Street 
London  W1X4JQ 
01-493  7997 

Daily  9.30-6.00 
Saturdays  10.00-12.30 

25  November -23  December  1976 


James  Webb  (1  825-1  895) 
"Near  Antwerp" 
Signed,  inscribed  and  dated 
1  875  on  reverse 
Panel :  10x16  inches 


Benjamin  Williams  Leader  RA  (1  831  -1  923) 
"On  the  Sands  of  Harlech" 
Signed  and  dated  1 901 
Inscribed  on  reverse 
Canvas  :  1 1  x 1 7  inches 


Nicholas  Condy  (181  8-1  851 ) 

The  Fish  Sellers 

Signed 

Panel :  1 1  x  1  5  inches 


Charles  Tattershall  Dodd  (181  5-1878) 
The  village  pond,  Southborough,  Kent 
Signed  and  dated  1865 
Panel :  22  x  28  inches 


Illustrated  catalogue  available  on  request. 
Price  50p  including  postage. 


SEND  NOW  for 
this  SUPERB 
Connoisseur's 
Diary 
& 

Appointments 
Book 


>/.s;s> 


tili' 


'>ia 


This  superb  example  of  craftsmanship  will  be  available 
well  before  Christmas.  But  send  for  it  now  as  only  the  first 
five  hundred  applications  can  be  accepted.  Hound  m 
polished  crimson  calf  hide,  the  gold  blocked  undated  cover 
with  optional  matching  initials  can  be  detached  from  the 
water  silk  slip-in  diary  for  use  with  future  refills.  Each 
spread  of  hand  gilded  pages  presents  a  week  of  the  year 
with  one  column  to  each  weekday  identifiable  by  the 
bound-in  silk  marker  for  easy  reference.  Introductory 
pages  are  of  special  interest  to  Collectors  and  include 
import  and  export  of  antiques,  Sovereigns  of  England, 
English  Clockmakers,  Porcelain  Factories,  Painters,  Silver 
Marks,  Chinese  dynasties,  and  much  else  besides. 
The  Diary  and  Appointments  Book  is  sent  to  you  in  .1 
specially  designed  protective  container.  Overall  size  io"x72". 


Diaries 

U.K.  £15.00  + 
Europe  £15.00  + 
Elsewhere  £15.00  + 
U.S.A.  $29.00  + 


Refills  only 
U.K.  £540  + 
Elsewhere  £5.40  + 
U.S.A.  S9.60  + 


Postage  &  Packing 
•5op 
£2-25 
£3-oo 

$5-75 


£0.20 
£1.00 
$3.40 


Total  per  diary 
£i5-50 
£17-25 
£18.00 

$34-75 


£5.6o 
£6.40 


$13.00 


ORDER  FORM  VAT  No.  238  3S74  23 

TO:  The  Connoisseur,  CHESTERGATE  HOUSE,  VAUXHALL  BRIDGE  ROAD,  LONDON,  SWiV  iHF 

(Reg  Office)  Reg  No.  1 12955  England. 

Please  send  me  Copies  of  The  Connoisseur  Diary  and  Appointments  Book  for  1977.  Amount  

Miss  

If  required,   please   state   initials   2nd   Copy   3rd  Copy  

Address   


The  Connoisseur,  December,  1976 


Theodor 

Egorovitch 

Morialiin 

(Russian  School,  1840-1906) 

Interior  of  a 
Linen  Warehouse 
in  Moscow 


Berry-Hill  Galleries 


Signed  in  Russian  Characters 
"Morialiin*-  llower  right i 
Oil  on  canvas,  35  x  4-^  ins. 


Cables  BERRYHILL  N.Y. 
743  FIFTH  AVENUE,  NEW  YORK,  N.Y.  10022  •  (212)  753-8130 


A  fine  set  of  Ten  Regency 
Dining  chairs,  comprising  2  Arm 
and  8  single  chairs,  in  faded 
mahogany,  c.  1812 
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.  ,  A  LA  VIEILLE  RUSSIE 

781  FIFXH  AVENUE,  NEW  YORK,  N.Y.  10022  (212)  752-1727   •  ESTABLISHED  1851 


Catalogue:  The  Art  of  The  Goldsmith  &  The  Jeweler  $7.00  by  surface  mail 


A  LA  VIEILLE  RUSSIE 

781  FIFTH  AVENUE,  NEW  YORK,  N.Y.  10022  (212)  752-1727   •  ESTABLISHED  1851 


From  owr  collection  of 
snuffboxes,  jewelry,  objets  d'arl  and  Russian  silver. 


Catalogue:  The  Art  of  The  Goldsmith  A  The  Jeweler  .$7.00  by  surface  mail 


A  LA  VIEILLE  RUSSIE 

781  FIFTH  AVENUE,  NEW  YORK,  N.Y.  10022  (212)  752-1727   •  ESTABLISHED  1851 


Catalogue:  The  Art  of  The  Goldsmith  X-  The  Jeweler  $7.00  by  surface  mail 


Oak  Chest,  on  separate  original  base, 
French  14th  century. 

Length  5'1 1 "     Height  2'1 1  \"     Depth  2'0  l" 


EARLY  FURNITURE 
ORIENTAL  AND  EUROPEAN 
WORKS  OF  ART 


TELEPHONE:  01  -499  2858 
CABLES:  BARGRO  LONDON  W1 


112  MOUNT  STREET  LONDON  W1Y  5HE 


D.  M.  6r  P 


MANHEIM 


Peter  Manheim 

Member  of  The  British  Antique  Dealers'  Association  Ltd. 

69  UPPER  BERKELEY  STREET 
PORTMAN  SQUARE 
LONDON,  W1H  7DH 

Telephone:  01  -723  6595 

Cable  Address:  Inland  Telegrams: 

Vivantique  London  W.I.  Vivantique  London  W.1. 


Rare  large  Coalbrookdale  folly,  on  separate  base;  white, 
decorated  with  applied  large  coloured  flowers  and  gilding. 
8"  long,  6|"  high. 


Pair  of  delightful  vases,  finely  painted  with  baskets  of  flowers 
in  colour  and  with  Gilt  borders  and  swan  handles.  The 
reverse  side  painted  with  pink  roses.  8J"  high. 

WE  SPECIALISE  IN  EIGHTEENTH  &  EARLY 
NINETEENTH  CENTURY  FINE  ENGLISH 
PORCELAIN,  POTTERY  &  ENAMELS. 


Statue  representing  a  king  or  a  god.  Terra  cotta. 
H.  21  cm,  W.  9  cm,  Amorite  2nd  millenary. 


ARCHAEOLOGY 
EGYPT- GREECE -ROME 

24  rue  de  seine  75006  paris 
tel  326  91  31 
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By  Appointment  RARE  AND  DECORATIVE  TAPESTRIES, 

to  Her  Majesty  Queen  Elizabeth  II  CARPETS  AND  RUGS 

Supplier  of  Carpets 


An  exceptional  floral  Bessarabian  Kelim  Carpet  with  a  black  background 

and  yellow  borders. 
Size:  12'  6"  x  8'  2"  (381  cm  by  249  cm)  Ref.  12394 


Member  of  The 
British  Antique  Dealers 
Association  Ltd. 


70  South  Audley  Street, 
Mayfair,  London,  W1Y0FE. 
01  -493  5288 


DELOMOSNE  AND  SON  LIMITED 


MEMBERS  OF  THE  BRITISH  ANTIQUE  DEALERS'  ASSOCIATION 


A  very  fine  papier  mache 
Tray  painted  with  a 
romantic  landscape  in  a 
theatrical  setting  of 
flowers,  birds  and  drapery. 
Length:  31  inches. 
Circa  1840. 


4  CAMPDEN  HILL  ROAD   KENSINGTON   LONDON  W.8 

TELEPHONE  01-937  1804    CABLEGRAMS:  DELOMOSNE  LONDON  W.8 


ESTABLISHED 
1918 


Max  Webber 


CO.  INC 


ANTIQUES 

EAST  STREET     MIDDLETON.  MASSACHUSETTS  01949 


TELEPHONE 
617-774  1785 
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By  Appointment 
Antiquaries  op  Chinese  Art 

to  her  late  majesty  queen  mary 


By  Appointment 
Antiquaries  of  Chinese  Works  op  Art 

to  his  late  majesty  the  klng  of  sweden 


By  Appointment 
Antiquaries  of  Chinese  Art 
to  H.M.  Queen  Elizabeth 
the  Queen  Mother 


JOHN  SPARKS 

LIMITED 

CJuneae  2Uork£  of  &rt 


A  Chinese  very  pale  green  jade  boulder  carving, 
with  russet  markings 


with  russet  markings 
Circa  1700 


Height:  16  cms 


128  MOUNT  STREET,  LONDON  W1Y  5HA 

Telephones:  01-499  2265  &  1932 


Wishes  to   remind  International  Collectors  and  Art  Dealers  that  his  showrooms  are  at 
25  Cheval  Place,  London  SW7  iEW.  Telephone  oi-$8g-i 235 

A  selection  of  fine  Oriental  and  Continental  ceramics,  works  of  art  and  furniture  are  also 

exhibited  at  The  Knightsbridge  Pavilion, 
112  Brompton  Road,  London  SIV3  Telephone  oi-j8g-^86i 


In  Association  with: 

In  Holland  In  France 

Salomon  Strodel  M.G.  Ducote 

Rokin  70  gg/101  Boulevard  de  la  Republique 

Amsterdam  C  06  Cannes 

Telephone  231 6g2  Telephone  383 $8g 


27  MOUNT  STREET 
MAYFAIR 
LONDON  W.l 
Tel:  01-629  6448 


H.  W.  KEIL  LTD 

Originators  of  the  famous  Keil's  wax  polish 


Members  of  the 
B.A.D.A. 


TUDOR  HOUSE 
BROADWAY 

WORCS. 
Tel:  038-681  2408 


Mount  Street  showrooms 

A  well  proportioned  early  1 8th  century  walnut  wing  armchair 
in  good  original  state  upholstered  in  gold  cut  velvet. 


Broadway  she  wrooms 

An  extremely  good  1 7th  century  moulded  fronted  chest  of 
drawers  in  pear  wood  with  a  deep  rich  patination.  Circa  1685. 


Specialists  in  Fine  Oak  &  Walnut 


Tuesday,  December  14  at  2.30  p.m. 

Highly  Important  Antique  Firearms 

The  Properties  of  Mr.  and  Mrs.  Luke  Dillon-Mahon 

and  others. 


Garniture  of  flintlock  firearms  and  a  sword,  by  Boutet, 
Versailles.  Presented  to  Napoleon  by  the  Directory  of 
the  French  Republic  in  1797. 

Catalogue  (14  plates,  including  6  in  colour)  £1.15  %2.50  post  paid 
All  sales  subject  to  the  conditions  printed  in  the  catalogues 


Our  representatives  in  America:  New  York:  Perry  T.  Rathbone,  Christopher  Burge,  Stephen  Massey,  Francois  Curiel. 
867  Madison  Avenue.  New  York.  N.Y.  10021.  Tel:  (212)  7440.417.  Telex:  New  York  620721.  Cables:  Cliriswoods,  N.Y. 

8  King  Street  St.  James's  London  swi  y  6QT 

Telegrams:  Christian  London  SWI    Telephone:  (01)  839  9060    Telex:  916429 


Bobinet  Limited 


Kent  House, 
87  Regent  Street, 
London,  W.  1 . 

01439  2404 


Pocket  Chronometer  Exhibition 


An  exhibition  ol  pocket  chronometers  from  the  1 8th.  to  the  20th. 
centuries  will  be  hold  at  the  above  offices  between  the  1st.  and 
the  10th.  December  1976  (Saturday  and  Sunday  excepted)  from  1 1.00a.m. 
to  6.00  p.m. 


Thomas  Couture  'La  Joconde',  Thomas  Sidney  Cooper  RA. 

signed.  On  canvas  29in  by  23\in  A  Squire  inspecting  his  cattle, 

( 74cm  x  60cm.),  Exhibited  at  the  Salon  in  signed  and  dated  1846,  oil  on 

1844.  Collection:  Moreau-Nelaton.  canvas,  28Vm  by  36\in  (72.5cm  x  92cm). 


To  be  included  in  a  sale  of  Fine  19th  Century  English  and  Continental  Paintings 
to  be  held  on  Monday,  December  13.  Illustrated  Catalogue  £1. 

Phillips  the  Auction  People  since  1796. 7  Blenheim  Street,  New  Bond  Street,  London.WlY  OAS. Telephone:  01-629  6602 


West  2, 10  Salem  Rd,    BajesW,Lisson  Grove    Jollys.  1  Old  King  Si    Midlands  I  ho  ( )IJ  House  North  Hopper  House     Scotland  65  George  St  alsoatDublin 

London \Y24bT       London  NWI  OLA        hath.Avon  KnawfeWst  Midlands.  17a  Last  Parade.  Leeds    Edinburgh  EH2  2JL      Geneva  and 

Tel:  01 2215303      Tel  HI  725  1118  Tel: 0225  310609     Tel: 05645 6151  Tel.  0552  40029        Tel 0312252266  Montreal 

-—mnrom— him  h— ii  im^^m ^—  Meml.orsoi  '    S,„       ,.|  I  mo  \rt  \  HaBBHMMBBHMHBHi 
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FINK  FURNITURE 
BRONZES  AND 
CURIOSITIES 


J.  KUGEL 

279,  RUE  SAINT-HONORE, 

75008  PARIS 

TEL:  260.86.23  &  260.19.4S 


ANTIQUE  CONTINENTAL 
SILVER  AND 
GOLD  BOXES 


"Athenienne"  in  gilt  bronze.  France, 
Empire  period.  H.82cm.  W.37cm. 


mi&mRL  POSTERS 

LJTTjQGRflPIjES 

AND  ETCHINGS 


RENZACCIO 


-'-    5N  V   A  C  T  E  S  ET       ,  ePILOCUl 

D'ALFRED  DE  MUSSET 

At  a^taTiq:,   ZjK.  M.Arman  ..•  O  A RTO  I  S 


Alphonse  Mucha  -  1896 

JOHN  CAMPBELL 

Period  and  Contemporary  Framing 
a  speciality 

164  Walton  Street,  London  SW3 

Tel:  01-584  9268/3648 
Catalogue  $2.  U.S.A. 


A  fine  Georgian  silver  urn  with  crest, 
by  John  Wakelin  and  William  Taylor. 
London  1 783. 
Height  twenty  inches 
Width  twelve  inches. 


Wakefield-Scearce  Galleries 

HISTORIC  SCIENCE  HILL.  SHELBY VILLE.  KENTUCKY  40065 

Telephone:  502  633-4382 

DIRECT  IMPORTERS  OF  BRITISH  ANTIQUE  FURNITURE, 
SILVER.  OLD  SHEFFIELD.  AND  DECORATIVE  ACCESSORIES 

Member  of  the  Art  and  Antique  Dealers  League  of  America.  Inc. 
Write  lor  our  new  illustrated  catalogue.  S2.50 
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V 


Member  British  Antique  Dealers  Association 

Fine  Eighteenth  and  Early  Nineteenth 
Century  Furniture  and  W  orks  of  Art 


67-70  CHALK  FARM  ROAD    LONDON  N\V 
( )  1 -485  1  50+  0 1 -267  2767 


nff ; 
!  \  \ 

j  ~    J  J 

■Bi 

i 

A  rare  and  superb  quality  William  arid  Mary 
walnut  secretaire  cabinet.  Ca.  i6go. 

Measurements:  Height  j'  § 
Width  f  8"  Depth  i'  8" 


In  liniton  Street 

Algernon  Asprey 


Tho\hs  Cieare  at  the  Indian  Chair, 
the  Seiitl.<-fiJc  of  St.  Panl  U  Churchyard, 

JAkc5  and  fells  Jll  Sorts  of  Obmct  Work 
and  Lookios-CUflcs  ;  as,  Sconun,  Pier- 
i,  Chimnev  Glafles,  Cc.  ill  Sem  of  Tea- 
TV  I-s,  Dutch  Uk  IhnJ-BouJs,  Mahosanv 
TaUcs,  aik!  Comet  CupbrmAi.  Likewifc  Blind) 
for  Win  iotrsc  f  a.'l  Sorts,  painted  on  Wicr  or  Can- 
vaff,  and  all  Sorrs  of  Chairs  of  the  ncivdl  and  heft 
Falhion,  WholeblcorKeuiJ.atRcifoDsMe  Rites. 


Thomas  Clearc 
A  fine  and  small  Queen 
Anne  walnut  kneehole  desk 
of  exceptionally  good 
colour  and  in  original 
condition  throughout, 
having  cross-  and 
featherbanded  drawers  and  top. 
A  very  interesting  and  rare 
feature  of  this  charming 
little  desk  is  the  maker's 
trade  label  inside  the 
pull-out  slide  above  the 
recessed  cupboard. 
Circa  1712 
Width:  30 


McmbiTs  of  (he  British  Antique  Healers'  Association. 


ALGERNON  ASPREY,  27  BRUTON  STREET,  LONDON  W1X  8HA.TELEPHONE:  01-629  2608.  CABLES:  ALGYASPREY  LDN. TELEX:  21142 


Export  to  Europe  by  Advertising  in 

GUIDE  EMER  1977-78 

To  appear  April  1  977 
Europe's  Leading  Directory 

Over  70,000  names  and  addresses  listed 
by  countries,  towns,  streets,  and  classifications. 
New  Map  sections. 

For 

Antique  Dealers 

Amateur  Collectors 

Picture  Galleries 

Antiquarian  Booksellers 

Restorers,  Trade  Suppliers, 

Packers,  Transporters,  etc. 

Advertising  Rates  available  from 

G.  Gillingham  4  Crediton  Hill  London  NW6  iHP 

Tel.  01-435  S644     Pre-publication  price  £9.50  post  paid  (U.K.  and  Eire) 

Please  send  payment  with  order 

Everybody's  key  to  the  Treasure  Houses  of  Europe. 
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WILLIAM  WALTER  ANTIQUES  LIMITED 


)rge  IV  Antique  Sliver 
Ion  pattern  tea  and  coffee 
Date  1829.  Made  by  the 
nard  family  of  London, 
ight  75  ozs. 


LONDON  SILVER  VAULTS  •   CHANCERY  LANE  •  LONDON   •   WC2A  IQS 


The  Eleven  of  England  Selected  to  contend  in  the  Great  Cricket  Matches  of  the  North  for  the  Year  1840. 
Watercolour  drawing  by  N.  Felix  (Nicholas  Wanostrocht.)  18J  x  24  inches. 

FRANK  T.  SABIN  LTD. 

Established  1848 
Four  New  Bond  Street 

Telephone:  01-499  5553  London  W.i.  Cables:  Sabinus  London  W.i. 


Auction  Sale  in  Paris 

In  pursuance  of  a  judicial  order. 

Hotel  Drouot-Rive  Gauche-Room  8 
7,  Quai  Anatole  France,  Paris 

WEDNESDAY,  DECEMBER  8th 
AT  9.15  p.m. 

Painting  "LES  JUMEAUX" 
by 

Jean-Honore  Fragonard 

Canvas:  Height  0,37  -  Width  0,47m. 

By  the  office  of: 

Maitre  Bernard  JOZON-Auctioneer 
4  rue  Rossini,  75009  Paris 
Tel.:  770.34.91 

£        Assisted  by  Mr.  ANTONINI 
§       Expert  to  the  Court  of  Appeal 

®  34  rue  Jasmin,  75016  Paris  -  Tel.:  527.82.14 

q  On  view:  Tuesday,  7  December  1  976  from 

j  9  p.m.  to  11  p.m.  and  Wednesday, 

3  8  December  1976  from  11  a.m.  to  6  p.m. 


PHILIP  ANDRADE 

LIMITED 

Member  of  The  British  Antique  Dealers'  Association 


6,  7  &  8  BORINGDON  VILLAS,  PLYMPTON 
PLYMOUTH,  DEVON 
Plymouth  337952 
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Japanese  &  ChineseWorks  of  Art  &  Ceramics 
from  theW  W  Winkworth  CoUection. 

To  be  sold  by  auction  at  Bonham's,  Montpelier  Galleries,  in  two  sections 

Thursday  16th  December,  1976. 
Japanese  Section  commences  10.30  am;  Chinese  Section  2  pm. 

Viewing:  Monday  &  Tuesday  9  am  -  5  pm;  Wednesday  9  am  -  3  pm.  Illustrated  Catalogue  £1  00  (JJ  15  by  post) 

Enquiries  Sebastian  Pearson. 


.  Chinese  Tz'u  Chou  vase, 
ung  Dynasty.  9'/'  high. 


rood  Japanese  tsuba, 
gned  Takatsugu. 

rtot  .i  large  collection. 


Japanese  Raku  Chawan. 
7y/'high. 


Unusual  Chinese  Canton 
enamel  kettle  and  stand. 
Ch'ien  Lung.  13"  hi^h  overall. 


i*5  H 


Japanese  Laequer  wedding  gift  box,  fitted 
with  six  small  boxes.  5'/'  high. 


Montpelier  Street,  Knightsbridge, 
London  SW7  1HH.  Telephone:  01-584  9161. 
Telex:  916477  Bonham  G. 


December  Sales  at  the  Montpelier  Galleries 


1st.  Selected  Watercolours  and 
Drawings. 

2nd.  Selected  English  and  Continental 
Furniture. 

2nd.  Selected  European  Paintings. 
3rd.  Porcelain  and  Works  of  \i1. 
7th.  Silver  and  Plate. 
Nth.  Fine  Furs. 

(hh.  English  andContinent.il  Furniture. 
9th.  I7th,  I8th  &  I9th  Century  European 
Paintings. 


10th.  Porcelain  and  Works  of  Art. 
10th.  Clocks,  Watches,  Barometers  and 
Scientific  Instruments. 
15th.  Prints. 

16th.  English  and  ( Continental 
Furniture. 

loth.  17th,  18th  &  19th  Century  European 
Paintings. 

16th.  Japanese  &  Chinese  Works  of 
Art  &  Ceramics  from  the 
W.  W.  W  inkworth  ( Collection. 


17th.  Pot  Lids,  Goss,  Fairings, 
Commemoratives,  Stevengraphs, 
Staffordshire  Figures,  Baxter  and 
Le  Blond  Prints. 
23rd.  17th,  18th  cN  19th  Centurj 
I  uropean  Paintings. 


Helping  2  days  prior  to  sale. 


W.  &  F.  C  BONHAM 
VND  SONS  LIMITED, 

8  Atholl  Crescent,  Perth,  Scotland. 
Telephone:  Perth  (0738)32302. 
Rue  Pedro-Meylan  1,  Geneva. 
Switzerland.  Telephone  366092. 
1  angwith  Mill  I  louse, 
Nether  I  jngvvith,  Mansfield, 
Nottinghamshire. 
Telephone  Shirebrook  3639. 


HEIM 

OLD  MASTER 
PAINTINGS  AND  SCULPTURES 


59  JERMYN  STREET,  ST.  JAMES'S 
LONDON,  SWIY  6LX 


Tel:  01-493  06«lf 


Cables:  Heimgah  London,  SWIY  6LX 


Also  in  Paris:  15  Avenue  Matignon,  Paris  VJII 


CP* 


4  volumes  include  major  art  objects  from  public 
and  private  collections  throughout  the  world. 

1258  three  dimensional 
photo  representations 
in  natural  color. 

TEXT  BY  SIR  HARRY 
M.  GARNER  AND 
MARGARET  MEDLEY 

An  invaluable  reference  work  for 
students  and  collectors  or  gift 
to  your  favorite  university  or 
museum  library. 

Complete  with  GAF  View-Master"  deluxe 
stereo  viewing  system.  $400.00  (U.S.  funds) 
prepaid  by  surface  transportation.  Satisfaction 
guaranteed.  10-day  return  privilege. 

THE  GRUBER  FOUNDATION 

P.O.  Box  8539  /  Portland,  Oregon  97207,  U.S.A. 
also  available  at: 

PARAGON  BOOK  GALLERY,  LTD. 

14  East  38th  Street,  New  York,  N.Y.  10016 
MARUZEN  COMPANY /Tokyo,  103 Japan 


Queen  Anne  1  71  2 


Height  7i     Weight  25  oz  1  3  dwt    Maker  Wm.  Gamble 
The  Tankard  has  a  superb  coat  of  Arms  and  excellent  Hall  Marks. 

R.E.  PORTER 

2  &  4  Post  Office  Road,  Bournemouth,  BH1  1  BA 
Telephone  0202-24289 
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MAURICE  SEGOURA 


Important  bronzes  forming  a  pair. 
Right:  "The  Rape  of  Proserpine  by  Pluto",  Francois  Girardon  (1628-1715). 
Left:  "The  Rape  of  Orithyia  by  Boreas",  Gaspard  Marsy  and  Anselme  Flamen. 
Both  of  these  very  beautifully  patinated  bronzes  are  of  the  18th  Century. 


20,  FAUBOURG  SAINT-HONORE  -  75008  PARIS  -  265.11.03  + 


ART  AT 
AUCTION 
1975-76 

The  Year  at  Sotheby  Parke  Bernet 

Edited  by  Anne  Jackson 

After  another  successful  and  interesting 
season  at  Sotheby  Parke  Bernet,  Art  at 
Auction  records  the  most  important  works 
of  art  sold  world-wide  and  the  prices 
achieved.  Every  object  is  clearly  illustrated 
(over  a  third  in  colour)  and  fully  captioned. 
Articles  by  experts  include  an  account  by 
Wilfred  Blunt  of  Arpad  Plesch's  Botanical 
Library;  Jeremy  Maas's  study  of  Sir  Edwin 
Landseer  and  Rosa  Bonheur;  and  a  review  of 
Wedgwood's  early  work  by  Bruce 
Tattersall.  This  is  an  indispensable  reference 
book  for  anyone  interested  in  art  and 
antiques. 


488  pages,  3 10  colour  and  over  800 
monochrome  illustrations,  267  X  203  mm, 
cloth.  £10  (plus  75p  post  and  packing). 

SOTHEBY  PARKE  BERNET 
PUBLICATIONS  LTD. 
Russell  Chambers,  Covent  Garden, 
London  WC2E8AA. 


Now  in  paperback 


Another  Part 
oftheWood 

Kenneth  Clark 


5  JJNNETH     I  "The  most  unusual  and 

CLARK  unputdownable  autobiography 
■PVBH     of  the  year.  The  only  book  I 

have  read  for  ages  that  made 
|t»  >:JI«S3i     me  laugh  aloud  in  pure  delight." 

The  Sunday  Times 

"An  uncommonly  interesting 
autobiography,  to  be  enjoyed 
mother  Part  XA1  by  all  who  viewed  the 
i^^^^  tn  television  series  Civilisation." 
—  ^^Bll  Publishers  Weekly 

£1.25  16pages  black  and  white  photographs 


Coronet  Books 

Hodder  6c  Stoughton 


Another  Rut 
oftheWood  , 


YOURS  PICTORIALLY 
Illustrated  Letters 
of  Randolph  Caldecott 

Edited  by  Michael  Hutchins 

\  Contains  some  250  of  Randolph 
Caldecott's  illustrated  letters  printed 
with  the  original  drawings  in  place. 
One  of  the  world's  greatest  illustrators 
of  children's  books,  Caldecott's  wit 
and  imagination  are  apparent  in  this 
unique  collection  of  letters  located  in  libraries  and 
museums  in  England  and  America.  Very  little  has  been 
written  about  Caldecott  but  here,  through  intimate 
correspondence,  the  man  himself  emerges. 
From  bookshops  at  £7.95  net. 

THE  KATE  GREENAWAY  BOOK 

Compiled  by  Bryan  Holme 

The  Kate  Greenaway  Book  may  be  described  as  an 
appreciation  of  the  artist  and  the  woman.  The  story  of  her 
life  reveals  intriguing  glimpses  of  her  character  and  how 
other  personalities  such  as  Ruskin,  her  great  friend,  and 
Walter  Crane,  her  rival  in  the  children's  picture-book 
world,  saw  her.  The  main  section  is  devoted  to  a  selection 
of  her  work.  From  bookshops  at  £4.95  net. 

For  a  free  leaflet  giv  ing  further  details,  please  write  to 

WARNE 

Department  CI 

40  Bedford  Square.  London  WC1B  3HE. 
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The  first  comprehensive, 
illustrated  guide  to 
the  world's  finest  stained  glass. 


Over  400  color  photographs, 
reproduced  with  unmatchec 
clarity  and  intensity,  glow 
like  stained  glass  in  this  r- 
magnificent  book. 


Many  years  in  preparation, 
this  is  both  a  complete  history 
and  an  awe-inspiring  apprecia- 
tion —  from  the  primitive  de- 
signs that  first  appeared  in 
small  church  windows  in  the 
9th  century  to  the  consummate 
artistry  of  the  great  gothic 
cathedrals,  from  the  Art 
Nouveau  of  Louis  Tiffany  to  the 
modern  work  in  stained  glass 
by  Braque  and  Chagall. 

In  addition  to  the  stunning 
photography  there  is  a 
thorough,  authoritative  text 
that  covers  every  aspect  of  this 
glass  —  such  as  the  symbolism 
of  the  images,  the  contributions 
of  the  great  glass  artists,  and  a 
section  on  how  a  stained  glass 
window  is  made  and  restored. 

Richly  designed  in  an  over- 
size format,  with  illustrations 
that  at  last  do  justice  to  the 
original  works,  STAINED 
GLASS  is  a  milestone  in  art 
history,  revealing  this  ancient 
craft  for  the  first  time  in  its  full 
scope  and  splendor. 


One  of  the  oldest  stained  glass 
windows  in  the  world,  from  the 
11th-century  prophet  windows 
in  Augsburg,  Germany 


MS*  "m^^m^  ft 


SMI  ?        The  north 
rose  window 
in  the  Cathedral 
of  Notre  Dame,  Paris. 


STAINED 

GLASS 

.m^I^mr  by  Lawrence  Lee, 


ifeHfe  CROWN 


by  Lawrence  Lee, 
Gfeorge  Seddon,  and 
Francis  Stephens 

photographs  by  Sonia  Halliday 
and  Laura  Lushington  i  1  i 

Size  11  x  14   S35  until  December 31,  MlmM 
$39.95  thereafter;  now  at  your  bookstore  IpJjFfTO 
or  tend  check  to  Crown  Pu  b  I  Is  hers,  One  \  ^B*So~  r 
Park  Av«.:  N.Y.,  N.Y.  10016.  N.Y.  and  N.J.  SfJV^A 
residents,  add  sales  tax.  if ,  ffl  IT 


'«7*M  Canterbury 

Cathedral,  England 


LOEWI  -  ROBERTSON,  INC. 


ELISA  BONAPARTE  BACIOCCHl  (1777-1820) 

Sister  of  Napoleon,  Princess  of  Lucca  &  Piombino 
Grand  Duchess  of  Tuscany. 

Carrara  marble,  inscribed  on  the  rear: 
Bartolini  direxit 
(Lorenzo  Bartolini  1777-1850) 
27i"H  including  socle 

In  1809  twelve  such  life  size  busts  were 
commissioned  of  Bartolini  and  his  atelier  in 
Carrara  for  official  use. 

See:  Mario  Tinti,  Lorenzo  Bartolini,  (Rome  1936) 
Vol.  I,  pp.  58/59;  Vol.  II,  p.  28,  No.  XVII  (illus.) 

484  SOUTH  SAN  VICENTE  BLVD. 
LOS  ANGELES,  CALIFORNIA  90048 


A  pair  of  Russian  Imperial  porcelain  plates  from  the 
sci  \  ice  of  Grand  Duke  Constantin  Alexandrovitch. 
Imperial  Porcelain  Factory  marks  of  Tsar  Nicholas  I. 
Circa  1 825 .  91  2  inches  in  diameter. 

(  atalogue  available  <>n  request 


IStill  ant  iitar  antiques 

406  Linden  Avenue.  Wilmette,  Illinois  60091 
Telephone  (312)  256-6626 

Open  Tuesday  through  Saturday,  10  a.m. -5  p.m. 


BBBBSEBBBBBBBSBBSSBBSaEEEEBEBEESBBSEBEBSEE: 

j  Books  j 
I  for  the  collector  \ 

B*'  g 

a  b 
I  Extensive  stock  of  books  on  | 

I  all  main  aspects  of  collecting. 

1  Latest  list  available  on  request,  | 

I  (World  wide  delivery)  from:  g 

1  1 

Art  Book  Department 
1    PHILLIPS  of  HITCHIN  1 

I  (ANTIQUES)  LTD.  I 
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Telephone  Hitchin  2067    STD  0462  2067 
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is  publishing  articles 
on  history  of  art  for  a 
better  understanding  of  Old 
Masters'  works;  contributions 
and  discussions  on  modern  art. 


die  Runst 


da»  sciWhte  I  lei  tu 


carries  the  latest  news  from  the  art  market: 
auctions  -  exhibitions  -fairs  and  museums.  Reviews. 


die  Kunst 


is  dealing  with  all  kinds  of  creative  activity  in  art:  paint- 
ing -  sculpture  -  graphic  art  -  architecture  and  interior  design. 


die  Kunst 


dns  ■chttar  (Mm 


is  the  oldest  German  art  journal  (founded  in  188})  offering  in  each  issue  most 
interesting,  engaging  and  informative  features,  i.  e.  "international  art  scene' 


die  Runst 


comes  out  monthly  with  detailed  summaries  in  English. 


Please 
send  me 


t 


Subscription  rate  for  one  year  DM  96,-/£18.00/US-$38.00 
for  three  years  DM  230,-/£43.50/US-$90.00 

Published  by 

VERLAG  KARL  THIEMIG 
P.  0.  Box  90  07  40 
D-8000  Miinchen  90 
West-Germany 


a  free  sample  copy  D 
annual  subscription  □ 
tbree  years  subscription  Q 
»Die  Kunst  und  das  schone  Heim« 


Name 


Addre»» 


GERALD  SPYER 

  N   


18  MOTCOMBE  STREET 
BELGRAVE  SQUARE 
LONDON  S.W.1 
TELEPHONE:  01  235  3348 


A  George  III 
Satinwood  commode 
1 1 3  cms.  wide 


A  pair  of  1 8th  century 
French  bronze  cupids 
on  marble  bases. 


ANCIENT  EGYPTIAN 
CAT  GODDESS... 

BAST— goddess  of  joy,  dancing,  music 
A  protector  of  the  home.  This  SOLID 
IV2"  replica  seated  on  polished 
agate  base  makes  superb  display 
piece  for  home  or  office.  Remove 
from  base  and  wear  as  amuletic 
jewelry.  Give  this  elegant  cat 
goddess  as  an  historic  gift 
symbolizing  protection 
love  and  beauty! 


SOLID        STER.      14K.  OmSm^^'. 

BRONZE       SILV.     GOLD    * 

$19.50       $49.50     $475.  BAST  A  agate  base 

ROPE  CHAINS:  24"  sterling .. $8.  Fine  G.F...$10. 

•  Insured  pottage  $1 .50  •  Money  Back  Guarantee 
e  BankAmericard  or  MC.  and  phone  orders  accepted. 

1212)  472-8733 


BRIAN  L.  KOETSER 
GALLERY 

OLD  MASTER  DRAWINGS 
38  Duke  Street  St.  James's  London  SW1Y  6DF 


Pieter  Jansz  Quast  (1606  Amsterdam  1647) 
"The  Happy  Alchemist" 
Black  Chalk  on  Vellum  206  x  189  mm 
signed  with  monogram 

Telephone  :  01-930  6309 


aladdin  boase,  Ltd.  Dept.  C-10 
770  MADISON  AVE.  (66  St.)  •  N.Y.  10021 
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EDMONDO  SACERDOTI  GALLERY 


VIA  SANT'  ANDREA  17,  MILAN,  ITALY 

Tel:  (2)  79  51  51 


FEMME  AU  BAS  NOIR 
BY 

GIOVANNI  BOLDINI  (XlXth  century) 

.-1  book  on  the  artist  GIOVANNI  BOLDINI  is  in  course  of 
preparation.  Anyone  in  possession  of  paintings  by  this  artist  are 
kindly  requested  to  send  photographs  and  details  to  the  SACERDOTI 
GALLERY,  who  is  also  interested  in  purchase. 


INTERNATIONAL 
DIRECTORY  OF  ARTS 

13th.  Edition  1977/78 


The  most  extensive  world-wide  documentation  of  everyone  who 
has  anything  to  do  with  the  Fine  Arts. 

The  two  volumes  contain  more  than  2,000  pages  and  more  than 
100,000  entries  and  are  lavishly  illustrated.  This  edition  has 
been  extensively  revised  and  brought  up  to  date. 

Volume  1  lists  museums  and  state  galleries,  art  colleges  and 
institutes,  art  associations  and  societies. 

Volume  2  lists  antique  dealers,  private  art  dealers  and  comm- 
ercial galleries,  art  publishers  and  publications,  booksellers. 
The  final  section  lists  active  living  artists,  sculptors  and 
engravers,  with  an  indication  of  the  artists'  media. 

2  Volumes  £36.00 


GEORGE  PRIOR 
PUBLISHERS 

2  Rugby  Street,  London  WON  3QU 


CLE  ANERS,  CONSERVATORS,  VALUERS 

OF 

Historic  Tapestries,  Aubussons.  Needleworks  Kelims  and 
Oriental  Rugs  for  three  generations. 

Fragile  immovable  pieces  attended  at  their 
location,  otherwise  transport  is  available 
from  Nth.  America.  U.K.  and  Europe  to  our 
London  workshops. 

Behar  Profex 
1  International  textile  conser- 

I  I     1    I    vators  and  cleaning 
^  A  A  CI.  A  consultants. 

The  Alban  Building 
St.  Albans  Place 
Upper  Street:  London  Ni  oNX 
Tel:  oi-j^6  0144 


rofex 


Mahogany  grandfather  clock,  circa  1770,  with 
a  very  fine  face  painted  by  J.  Whitwerth  Lussley. 
22!/2"  wide  x  10"  deep  x  8"  high.  S3,500.00 

Brass  banded  mahogany  plant  bucket,  circa 
i770,  15"  deep,  19"  wide,  18"  high.  S750.00 


STRASSELU 

1000  HAMILTON  AVE..  LOUISVILLE.  K.Y.  40204  TEU502)  587-6*1 1 
Member  of  The  Art  and  Antique  De<iler\ League  of  Amerii*.  I  hi  . 


MEMBERS 
Mendel 
DePree 

nkenburg 


DuMouchelle  Art  Galleries,  Detroit,  announces  an 


ESTATE 


to  be  held  in  Our  Galleries  featuring  the  ESTATE  of  the  late 

A.  EDWARD  BARIT 

President  of  the  former  Hudson  Motor  Co.,  Detroit 


FRIDAY,  JANUARY  7,  1977  at  7:00  p.m. 
SATURDAY,  JANUARY  8,  1977  at  11:00  a.m. 
SUNDAY,  JANUARY  9,  1977  at  12  Noon 


;  s^^f^^"^   •  •  .....  -  .J.-*-    *  -x>- 


PREVIEWING  at  the  RESIDENCE 

SUNDAY  MONDAY  TUESDAY 

JANUARY  2  JANUARY  3  JANUARY  4 

1  p.m.  to  5  p.m.      1  p.m.  to  8  p.m.     10  a.m.  to  5  p.m. 

at  15366  WINDMILL  POINTE  DRIVE 
GROSSE  POINTE  PARK,  MICHIGAN 


Admission  to  Preview  &  Auction  by  Catalog  only! 
Postpaid  $5,  at  residence  or  Galleries,  $4 


COMING! 

BOOK 
AUCTION 

on  the 
premises 
January  15 
1977  at 
11  a.m. 


French  tapestry  "Dream  of  Tobias".  Late  18th 
cent.  8'  6"  high,  7'  4"  wide. 


:ourt  cupboard  in  oak.  Jacobean  styling. 
Mid-1 7th  cent.  5OV2"  high. 
Consignments  now  being  accepted  for  future  auctions 


FAUSTINO  BOSCHI  oil  painting.  Allegorical  scene 
of  orchestra.  5'  6"  wide,  2'  6"  high. 


DuMOUCHELLE  Art  Galleries  Co. 

109  E.  Jefferson  Ave.,  Detroit,  Mich.  48226  •  Phones  (313)  963-0248  and  963-6255 

Lawrence  F.  DuMouchelle     •     Joan  Walker     •     Ernest  J.  DuMouchelle 

Art  and  Estate  Auctioneers  and  Appraisers 


Si 


"The  Promenade" 
Paul-Louis  Narcisse  Grolleron  1848-1901 

Canvas  size  -  18"  x  15"  -  (46cm  x  38cm) 
Outside  frame  -  24"  x  21"  -  (61cm  x  53cm) 


"In  Toronto" 
Fine  Paintings  by 
recorded  artists 


including  works  by: 


W.  Anderson,  H.  Andrews,  Berne  Bellecour,  F.  A.,  Bridgman, 

Edgar  Bundy,  J.  B.  Burgess,  A.  de  Breanski,  Philip  H.  Calderon, 

D.  Y.  Cameron,  Ivan  Choulste,  F.  C.  Compte,  E.  Detaille,  Jules  Dupre 

Victor  Dupre,  Dietz  Edward,  John  Eckenaes,  Augustus  Egg. 

Suzanne  Eisendieck,  R.  Ernst,  Th.  Frere,  E.  L.  Garrido,  Frederick 

Goodall,  R.  A.,  Paul  Grolleron,  J.  J.  Henner,  Joseph  Highmore, 

W.  Lee  Hankey,  Dame  Laura  Knight,  Ridgway  Knight, 

Sir  Edwin  Landseer,  L.  Lassalle,  B.  W.  Leader,  A.  A.  Lesrel,  Jonas  Lie 

T.  M.  F.  Lybaert,  J.  C.  Maggs,  Constantin  Makovsky,  Han  van 

Meegeren,  Franz  Moormans,  Adrien  Moreau,  H.  H.  Parker,  Ch.  Pecrus, 

Allan  Ramsay,  Sir  Henry  Raeburn,  Antonio  Reyna,  Leon  Richet, 

Lucio  Rossi,  Ferdinand  Roybet,  W.  Dendy  Sadler,  Eisman  Seminowsky 

Wordsworth  Thompson,  Charles  Towne,  F.  W.  Watts,  Felix  Ziem 

and  others. 


FREDERICK  THOM  GALLERIES 

194  Bloor  Street  West 
(just  west  of  Park  Plaza  Hotel) 
Toronto  M5S  1T8.  Canada 

Telephone:  Area  416  -  921-3522 


BIGGS 

of 

MAIDENHEAD 

(F  R.  &  M.  H.  STAMP) 


EST.  1866 
Over  100  years 
of  fine  dealing. 


A  fine  and  rare  black  and  gold  japanned  fall  front  bureau  in  the 
manner  of  J.  Stalker.  The  fall  front  encloses  a  fitted  jappaned 
interior  with  well.  English,  circa  1705.  Height  39"  (99  cm). 
width  36"  (91  \  cm),  depth  24"  (54£  cm). 

Open  Tuesday  to  Saturday.  Closed  Monday.  Hare  Hatch  Grange, 
Nr.  Twyford,  Berks.  Telephone:  Wargrave  (STD  0735  22)  3281 
(Leave  M4  at  Junction  No.  9) 


SIR  WILLIAM 

RUSSELL  FLINTr  a 


The  Judgment  of  Paris 

An  unexpected  opportunity  to  acquire  these  fine  reproductions  of 
a  limited  edition  of  850  at  a  bamain  price.  Every  lithograph  has 
been  inspected  and  approved  by  the  Fine  Aits  Trades  Guild,  and 
only  after  this  close  scrutiny  have  the  Guild  placed  their  seal  of 
approval  by  stamping  and  numbering  each  print.  The  plates  were 
then  destroyed  so  that  no  further  copies  can  be  produced.  Printed 
in  9  colours'on  [vorex  Super  W  hite  Board  of  190gsm,each  measures 
overall  35"  x  25"  (printed  area  30"  x  20")  and  were  originally  sold 
for  £50.00  plus  tax,  but  due  to  the  bankruptcy  of  the  publisher 
are  now  offered  at  £17.50  each  including  V.A.T.  post  and  packing. 
A  bargain  indeed  not  to  be  missed  and  a  wonderful  Christmas  gift 
that  is" also  a  sound  investment. 

WOODWARDS 

Fine  Ait  Printers,  29  Monmouth  St..  Bath  BA1  2  AW.  Tel:  (0225  (25274 
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Rene's  a  good  deal 
attached  to 


Sotheby expertise 


Book  of  Hours;  brought  to  our  Munich 
office  and  recognised  as  an  unrecorded  Flemish 
work  by  Horenbout  and  Benmg,<.  1510; 
sold  lor  the  world  auction  record  price  lor 
any  manuscript,  £370,000 


Capodimonte  Group  by 
Giuseppe  Gricci;  £32,000, 
a  world  auction  record 
for  a  piece  of  Italian 
porcelain 


North  Persian  shrub  carpet. 
6th  century;  162,000. 
world  auction  record 
>rice  for  a  carpet 


Achaemenid  bow 
5th  century  B.C.;  sold  tor 
162.000,  a  world  record 
auction  price  lor  any 
piece  ot  glass 


Vestal  Virgin, round 
in  a  French  garden 

by  a  Sotheby  expert 

and  identified  as  by 
Antonio  Corradin 

sold  in  Monte  Carlo  t< 
the  Louvre  tor  £16,6 


Danish  tankard, discovered  in 
Carlisle  and  identified  by 
Sotheby's  as  the  work  of 
Mads  Clausson,  Copenhagen, 
c.1610;  £4,500 


Still  Lite  by  Paul  Gauguin;  sold  in  New  York  lor  1727,840  it 
established  a  new  world  record  tor  the  artist  and  equalled  tin 
record, also  held  by  Sotheby's  for  a  Cezanne, tor  any 
Post-Impressionist  painting 


Last  season  Sotheby's  many  hammers  throughout 
the  world  fell  230,000  times,  selling  works  of  art  to  a 
record  value  of  over  £98  million. 

Many  of  the  items  sold  were  brought  to  us  by 
owners  who  had  little  or  no  knowledge  of  the  artist 
or  maker,  or  of  the  value  of  their  property.  We  were 
able  to  advise  them. 

Sotheby's  have  250  specialists  qualified  to  identify 
and  value  works  of  art  of  all  types  and  periods,  and 
also  books,  manuscripts,  coins, medals  and  wine. 

Our  international  organisation,  with  seventeen 
auction  venues,  enables  us  to  sell  your  property  in 
the  country  most  likely  to  realise  the  best  price. 

High  prices  attract  the  headlines  and  we  achieved 
over  seventy  new  world  auction  records  last  season. 
However,  the  majority  of  our  business  is  in  lower 
value  lots,  and  in  London  three-quarters  of  all  items 
sell  for  1200  or  less. 


Sotheby's  comprehensive  service  includes  the 
production  of  catalogues  recognised  throughout  the 
world  for  the  standard  of  their  expertise;  a  five  year 
guarantee  of  authenticity;  valuation  for  insurance 
and  capital  transfer;  and  complete  transportation 
and  insurance  facilities. 

These  are  some  of  the  reasons  why  more  people 
come  to  Sotheby's  than  to  any  other  auction  house. 

We  would  be  pleased  to  inspect  your  property 
at  our  salerooms  and  advise  you,  without  charge, 
on  the  sale  value. 

Your  assurance  is  our  expertise.  Why  not 
capitalise  on  it. 

Sotheby  Parke  Bernet  &  Co. 

34-35  New  Bond  Street,  London  W1A  2AA 
Telephone:  01-493  8080 

Telegrams:  Abinitio,  London  Telex:  London  24454 


Sotheby's 

Tuesday,  14th  December,  1976,  at  11  am  and  2.30  pin 


FINE  CHINESE  WORKS  OF  ART 
POTTERY  AND  PORCELAIN 


A  Yiieh-yao  waterpot  modelled  in  the  form  of  a  recumbent  ram,  Wu  Dynasty, 
second  half  of  the  3rd  1  cntury  A.D.,  33  cm.  long,  26.7  cm.  high. 


Sotheby's 

Tuesday,  14th  December,  1976,  at  it  am  and  2.30  pm 


An  early  cinnabar  lacquer  saucer  dish  by  Yang  Mao, 
scratched  mark  yang  niao  tsao, 
late  I4th/early  15th  century,  16.8  cm. 


An  important  documentary  Ming  three-colour  lacquer  dish, 
signed  Wang  Ming 
and  dated  A.D.  1489,  Hung  Chih,  19  cm. 


Sotheby's 


will  hold  the  following  sales  in  December,  1976  and  January,  1977        ON  VIEW  AT  LEAST  THREE  DAYS  PRIOR  TO  DATE  OF  SALE 


Wednesday,  1st  December  and 
following  day,  at  10.30  am 
and  2  pm 

Important  Roman  Coins  and 
other  Ancient  English  and 
Foreign  Coins 

Wednesday,  1st  December, 
at  1 1  a.m. 

Impressionist  and  Modern 
Paintings  and  Sculpture 

Wednesday,  1st  December, 
.it  1 1  .1111 

and  following  day,  at  1 1  am 
at  Belgravia 

English  and  Foreign  Silver  and 
Plated  Wares,  Russian  Works 
of  Art  and  Miniatures, 
1825  onwards 

Wednesday,  1st  December, 
at  3  pm 

Important  Impressionist  and 
Modern  Drawings, 
Watercolours  and  Sculpture 

Thursday,  2nd  December, 
at  1 1  am 

Important  Contemporary  Art 

Thursday,  2nd  December, 
at  I  pm 

at  115  Chancery  Lane 
(Hodgson's  Rooms), 
London  WC2 A  iPX 
Printed  Books  including 
Law  and  History 

Friday,  3rd  December,  at  1 1  am 
Good  Clocks,  Scientific 
Instruments  and  Watches 

Monday,  6th  December,  at  1 1  am 
and  following  day,  at  10.30  am 
Atlases  and  Maps,  Americana, 
Voyages  and  Travel, 
Autograph  Letters  and 
Historical  Documents, 
Military  and  Naval 
Manuscripts  and  Letters 

Monday,  6th  December, 
at  2.30  pm 

Russian  and  Greek  Icons 

Tuesday,  7th  December,  at  11  am 
European  Ceramics 

Tuesday,  7th  December,  at  1 1  am 
Fine  Old  Master  Drawings 

Tuesday,  7th  December,  at  1 1  am 
and  2.30  pm 

Antiquities  and  Tribal  Art 

Wednesday,  8th  December, 
at  10.30  am,  in  the  Royal 
Watercolour  Society  Galleries, 
26  Conduit  Street,  London  W.i. 
Fine  and  Rare  Wines,  Spirits, 
Vintage  Port  and  Collectors' 
Items 


Wednesday,  8th  December, 
at  1 1  am 

Important  Old  Master 
Paintings 

Wednesday,  8th  December, 
at  1 1  am 

Valuable  Printed  Books 

Wednesday,  8th  December, 
at  11  am,  at  Belgravia 
Continental  Furniture,  Clocks, 
Works  of  Art  and  Bronzes 

I  hursday,  9th  December, 
at  10.30  am 

Mediaeval,  Renaissance  and 
Baroque  Works  of  Art 

Thursday,  9th  December,  at  1  [  am 
Fine  English  and  Foreign 
Silver 


Sothcby  Parke  Bernet  &  Co., 
Slane  Castle,  Slanc,  Navan,  Co. 
Meath.  Tel:  Drougheda 
041-24207 
in  association  with 
Keane,  Mahony,  Smith, 
38  Dawson  Street,  Dublin  2 
Telephone:  0001-779446 
Telex:  4788 

Monday,  13th  December  and 
following  day 

Sale  on  the  premises  of  the 
contents  of 
Moyglare  House, 
Maynooth,  Co.  Meath 

the  property  of  Dr.  and  Mrs. 
W.  G.  Fcgan 

Monday,  13th  December, 
at  10.30  am 

Furniture  and  Ornamental 
Objects 

and  at  2.30  pm 
Continental,  English  and 
Eastern  Porcelain 

Tuesday,  14th  December, 
at  10.30  am 

Paintings,  Drawings  and 
Prints 

and  at  2.30  pm 
Miniatures,  English  and 
Irish  Silver,  Garden 
Furniture,  Ornaments  and 
Pony  Carts 

Viewing  on  the  premises, 
Friday,  10th  December  and 
following  day,  from  9.30  am 
to  5.30  pm 

Illustrated  catalogue  ^3-5° 

Admission  to  viewing  and  sales 
by  catalogue  only. 


Thursday,  9th  December, 
at  1 1  am  and  2.30  pm 
and  following  day,  at  1 1  am,  at 
Belgravia 

Continental  Ceramics  and 
European  Glass 

Friday,  10th  December, 

at  1 1  am  and  2.30  pm 

English  Oak  Furniture, Transfer 

Engravings,  Paintings  on 

Glass  and  Oriental  Rugs  and 

Carpets 

Monday,  13th  December, 
at  1 1  am 

Fine  English  and  Continental 
Miniatures,  Gold  Boxes  and 
Objects  of  Vertu 

Monday,  13  th  December,  at  11  am 
Western  Manuscripts 

Tuesday,  14th  December,  at  11  am 
Modern  Sporting  Guns, 
Antique  Firearms,  Firearms 
and  Edged  Weapons 

Tuesday,  14th  December  at  1 1  am 
Valuable  Autograph  Letters, 
Literary  Manuscripts  and 
Historical  Documents 

Tuesday,  14th  December,  at  1 1  am 
and  2.30  pm 

Fine  Chinese  Works  of  Art, 
Pottery  and  Porcelain 

Tuesday,  14th  December,  at  1 1  am 
and  2.30  pm,  at  Belgravia 
Victorian  Paintings,  Drawings 
and  Watercolours  and  English 
Prints 

Wednesday,  1 5th  December, 
at  11  am 

Fine  Old  Master  Paintings 

Wednesday,  15  th  December, 
at  11  am 

Netsuke,  Inro  and  other 
Japanese  Works  of  Art 

Wednesday,  15th  December, 
at  1 1  am,  at  Belgravia 
Works  of  Art,  Clocks  and 
Watches,  French  Carriage 
Clocks  and  Textiles 

Wednesday,  15th  December, 
at  2.30  pm 

Eighteenth,  Nineteenth  and 
Twentieth  Century  English 
and  Continental  Paintings 

Thursday,  16th  December, 
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An  important  Chippendale  period  mahogany  Serpentine  commode 

in  original  condition. 

English  circa  1770. 

Length  4'  5"  (134.5  cms) 

Depth  2'  Yt  (62  cms)  Height  2'       (85  cms) 
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I 

Napoleon,  Protecteur  des  Arts 


Napoleon  was  seldom  at  case 
with  artists;  there  are  many 
accounts  in  contemporary 
memoirs  of  his  abruptness, 
even  nervousness,  in  his 
relations  w  ith  a  milieu  for 
which  he  felt  both  exasperation 
and  respect.  David  and  the  actor 
Talma  made  their  mark  with  the 
Emperor,  and  the  architects  Percier 
and  Fontaine  had  his  trust;  but  for 
the  most  part  those  involved  with  the 
arts,  whether  as  patron  or  practitioner, 
found  Napoleon  self-consciously  utilitarian 
and  obdurately  conservative.  His  personal  taste 
inclined  to  the  Classical ;  he  was  historically  fascinated 
by  and  temperamentally  drawn  to  the  glories  of  ancient 
Rome.  The  beginnings  of  the  Romantic  movement 
either  passed  him  by,  or  roused  his  suspicions,  and  he 
was  often  deliberately  philistinc  in  hisjudgement  of 
works  of  art  which  he  did  not  understand.  He  admired 
David  because  he  set  and  encouraged  a  style  consistent 
with  the  new  France,  but  the  freedom  of  imagination 
inseparable  from  art  set  the  political,  despotic  aspect  of 
his  nature  warring  with  his  intelligence  and  curiosity. 
Eventually  the  despot  triumphed.  Napoleon,  plump, 
serene  and  omniscient,  grew  out  of  the  angular, 
brooding  Bonaparte;  he  became  increasingly  cynical 
about  human  motives  and  aspirations,  and  pessimistic 
about  the  future.  Some  of  his  remarks,  certainly  after 
1810,  reveal  a  casual  brutality  unthinkable  in  the 
passionate  lover  or  ferocious  dreamer  of  ten  years 
before:  'in  strength  there  is  neither  error  nor  illusion' 
became  his  watchword. 

The  arts  were  made  to  serve  the  Empire,  to  help  in 
the  revival  of  industry  and  demonstrate  the  grandeur 
of  the  new  order.  As  a  result  the  applied  arts  flourished 
-  Jacob,  Odiot,  Biennais  and  Thomire  are  names  to 
conjure  with  -  while  the  arts  of  painting  and  sculpture 
became  merely  decorative.  In  the  sciences  there  was  an 
astonishing  floraison.  Monge,  Carnot,  Laplace  and 
Lagrange  in  mathematics,  Volta,  Ampere  and  Galvam 
in  physics  and  Lebon,  Arago  and  Gay-Lussac  in 
chemistry  demonstrated  how  active  was  the 
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eighteenth-century  spirit  of  scientific  enquiry. 
Lamarck  anticipated  Darwin  in  his  'Philosophic 
Zoologique',  Corvisart  -  the  Emperor's  personal 
physician  -  enlarged  the  horizons  of  pathology,  and 
Larrey,  Chief  Surgeon  to  the  Grand  Army,  invented 
new  surgical  instruments  and  began  the  study  of 
cross-infection  in  hospitals.  Napoleon  himself  was  a 
member  of  the  Institut  from  1797,  and  took  an  active 
interest  in  the  progress  of  science. 

Music  and  literature  both  suffered  from  the 
Emperor's  conservative  tastes  and  growing  suspicion 
of  the  printed  word.  Mehul  and  Gretry  were  two 
musicians  who  flourished  under  every  kind  or 
patronage,  Royal,  Republican  and  Imperial,  and  those 
Italians,  Paisello,  Spontini  and  Cherubini,  who  were 
attracted  to  Napoleon's  court  were  scarcely 
inflammatory.  The  most  original  music  was  written 
for  the  army.  Michel  Joseph  Gebauer,  formerly  an 
oboist  in  the  Garde  Suisse,  became  Chef  de  Musique 
to  the  Imperial  Guard  and  helped  to  found  the  Paris 
Conservatoire,  of  which  his  brother,  Francois  Rene, 
became  Director.  David  Bruhl,  one  of  the  finest  brass 
instrumentalists  of  the  age,  composed  a  series  of 
brilliant  marches.  Philosophy  and  political  science 
were  anathema  to  Napoleon,  and  newspaper 
journalism  excited  his  bitter  contempt.  After  1805,  the 
police  took  one  third  of  the  newspaper  proprietor's 
profits,  and  by  1810  over  one  hundred  papers  had  been 
closed  down.  Printers  were  required  to  take  an  oath  of 
loyalty,  and  after  the  imposition  of  official  censorship 
in  1 8 10,  ninety-seven  out  of  the  one  hundred  and 
fifty-seven  Parisian  printing  presses  were  closed  down. 

The  outward  and  visible  splendour  of  the  Empire 
has  served  as  a  distraction  to  many  subsequent 
historians  who  have  chosen  not  to  dwell  on  the 
efficiency  and  repressiveness  of  the  Napoleonic 
dictatorship.  Napoleon  was  a  formidable  promoter 
of  the  arts  but  only  so  long  as  they  promoted  him. 
Unlike  many  rulers,  he  did  not  crave  posterity's 
acclaim  as  a  great  patron  of  the  arts;  but  he  wanted 
to  make  France  the  greatest  nation  in  the  world,  the 
example  to  all  in  her  industry,  armies,  administration 


and  artistic  genius. 


NAPOLEON  AND  JOSEPHINE 
\T  MALM  A I  SON 

Gerard  Hubert 


Despite  the  ravages  of  time  and  the  dispersal  of  many  of  its  furnishings  the  small  chateau  of 
Malmaison  at  Rueil,  near  Paris,  the  private  property  of  Napoleon  and  Josephine,  still  provides 
valuable  indications  of  the  artistic  tastes  and  style  of  living  of  the  Consulat  and  Empire  periods. 


Malmaison  was  never  an  official  palace  more 
or  less  successfully  adapted  for  use  as  a  royal 
residence,  luxuriously  decorated  and  furnish- 
ed to  accommodate  the  Court,  as  were  Fontainebleau, 
Compiegne,  Rambouillet  and  the  Trianon,  or  the 
Tuileries  and  Saint-Cloud  which  have  disappeared.  It 
was,  on  the  contrary,  a  private  house  intended  for 
family  and  friends  and  occasionally,  as  a  pretext  for  a 
fete,  for  entertaining  ambassadors  or  high-ranking 
persons  who  were  honoured  to  be  admitted  to  the 
household  of  the  Head  of  State.  Contemporaries,  both 
French  and  foreign,  were  conscious  of  the  particular 
importance  of  Malmaison.  This  is  abundantly  clear 
from  the  drawings,  watcrcolours  and  numerous 
engravings  with  captions  in  English  and  German. 
When  Napoleon  was  exiled  to  Saint  Helena,  an 
English  engraver  unhesitatingly  called  a  whimsical 
picture  of  Old  Longwood  House,  where  the  defeated 
Emperor  was  held,  'Buonaparte's  Mal-Maison  at 
Saint  Helena'.  Indeed  the  name  'Malmaison',  the  evil 
house,  might  have  discouraged  a  superstitious  person 


from  buying  the  estate.  Not  far  from  the  splendid 
chateau  of  Cardinal  Richelieu,  it  was  quite  a  modest 
manor  house  reconstructed  in  the  seventeenth  century 
by  Christophe  Perrot,  Conseiller  of  the  Parlement  de 
Paris,  enlarged  somewhat  in  the  eighteenth  century, 
surrounded  by  a  garden,  arable  land,  vines,  meadows 
and  woods.  In  1771  the  financier  Jacques-Jean  Le 
Coutculx  du  Moley  bought  Malmaison  tor  one 
hundred  and  eighty  thousand  livrcs.  His  wife,  Sophie, 
created  a  charming  home  much  praised  by  the  poets, 
particularly  by  Abbe  Delille,  modernised  the  park  in 
the  fashionable  'Anglo-Chinese'  style  and  entertained 
there  a  brilliant  assembly  of  nobles,  politicians,  artists 
and  writers  until  the  time  of  the  Revolution. 

Both  before  and  after  the  Terror  this  delightful 
property  came  to  the  notice  or  a  charming  Creole  lady, 
born  in  Martinique,  who  was  fond  of  the  country  and 
had  taken  refuge  in  the  village  of  Croissy  on  the  oppo- 
site bank  of  the  Seine.  She  w  as  Mane-Joscph-Rose 
dc  Tascher  de  La  Pagerie,  separated  wife  of  General 
vicomte  Alexandre  de  Beauharnais  and  who  had 
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Napoleon  and  Josephine  at  Malmaison 


Top. 

2.  Regine  Carey. 
View  of  Maimaison, 
watercolour 

and  gouache. 
Musee  de  Malmaison. 

Above. 

3.  Entrance  to  the 
grounds  of  Malmaison, 
engraving  by  Neveu 
after  Bourgeois. 
Musee  de  Malmaison. 


borne  him  two  children,  Eugene  and  Hortense.  After 
Alexandre  was  guillotined  'veuve  Bcauharnais', 
penniless  but  free,  mixed  in  the  government  circles  of 
the  Directoire.  She  married  again  on  9  March  1796  a 
young  General  of  the  Italian-Corsican  nobility, 
Napoleone  de  Buonaparte,  a  protege  of  Barras  as  she 
herself  was,  and  instead  of 'Rose'  she  became  Tincom- 
parable  Josephine'. 

Their  elegant  Parisian  mansion  in  the  rue  Chant- 
ercinc  was  soon  inadequate  for  the  conqueror  of  Italy 
who  wanted  a  country  house.  Josephine  immediately 
took  him  to  Malmaison,  which  was  for  sale,  but 
Bonaparte  considered  the  price  too  high.  While  he 
was  conducting  the  Egyptian  expedition  'citoyenne 
Lapagerie-Bonaparte',  who  was  incapable  of  resisting 
what  she  wanted,  decided  to  buy  the  chateau  on  21 
April  1799  without  the  means  to  pay  the  three  hundred 
and  twenty  five  thousand  francs  required  and  immedi- 
ately took  up  residence.  After  his  miraculous  return 
from  the  Nile  Bonaparte  rejoined  his  wife,  was 
created  first  Consul  by  the  coup  d'etat  of  18  Brumaire 
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(9-10  November  1799),  settled  Josephine's  debt  and 
made  Malmaison  his  home.  Alterations  were  swiftly1 
undertaken  by  two  architect-decorators  introduced  by 
Josephine,  Fontaine  and  Percier,  who  were  to  evolve 
what  became  known  as  the  French  Empire  style. 

In  his  fascinating  'Journal'  (completed  by  'Recueil  de 
decorations  interieures'  illustrated  and  signed  by  the 
two  friends)  Fontaine  gives  numerous  details  of  the 
modernisation  ot  Malmaison  and  its  surroundings  in 
accordance  with  the  wishes  of  Napoleon  and  whims  of 
Josephine  who  constantly  intervened.  As  true  artists 
Fontaine  and  Percier  would  have  liked  to  build  a  new 
chateau  more  worthy  of  the  Consul  beside  the  old  one1 
winch  would  have  been  used  for  the  staff.  Bonaparte, 
rejected  their  Classical  design,  rather  like  the  royal 
residence  of  Marly,  but  had  to  pay  more  than  six 
hundred  thousand  francs  for  the  restoration  of  the  old 
building,  which  was  the  sum  required  by  the  architects 
to  build  a  new  one.  The  history  of  the  restoration 
from  1800  to  1 8 14  can  roughly  be  divided  into  three 
periods.  The  first  and  principal  period  during  which 
work  was  directed  by  Percier  and  Fontaine  with  their 
collaborators  the  painters  Moench  and  Lafitte,  and  the 
Jacob  brothers,  ebenistes,  corresponds  to  the  first  years 
of  the  Consulat.  Distinctly  antique  or  Neo-classical 
decoration  abounded  in  friezes,  panels  and  ceilings 
painted  as  at  Pompeii.  The  second,  less  active,  extends 
trom  1804  to  c.  1809  while  Josephine  occupied  the 
Imperial  throne.  Malmaison  was  too  small  for  the 
court  and  was  used  only  for  short  visits  or  occasional 
parties.  Josephine  only  lived  there  during  Napoleon's 
military  campaigns  and  he  rarely  used  it.  Annexes 
were  built  -  the  Orangerie,  a  hot-house,  the  Grande 
Galerie  for  the  collections  of  the  Empress  and  the 
Temple  de  1' Amour,  and  the  park  was  altered  and 
restocked.  Percier  and  Fontaine  were  working  else- 
where and  had  been  replaced  by  Lcpere,  Thibault  and 
Vignon  and  finally  by  Berthault.  The  final  period  runs 
from  the  repudiation  of  Josephine  to  her  death. 
During  that  time  she  was  at  liberty  to  do  as  she  wish- 
ed. Although  she  carefully  preserved  the  apartments 
of  'Bonaparte',  as  she  always  called  him,  in  the  stata 
in  which  he  left  them  she  re-created  the  principal 
Salon,  and  her  own  bedroom  and  apartment  in  a  very 
feminine  style.  Paintings  were  concealed  under  rich 
draperies  and  light  veils  and  a  collection  of  objets  d'art 
and  furniture  upholstered  in  tapestry  were  introduced. 

The  inventory  drawn  up  after  her  death  affords  a 
remarkably  clear  picture  of  the  furnishings  and  deco- 
ration of  her  favourite  residence.  She  was  planning 
improvements  and  was  thinking  of  building  a  new 
villa,  which  the  marquis  Cagnola  of  Milan  was  asked1 
to  design,  and  bought  the  near-by  chateau  of  Bois- 
Preau  but  had  not  time  to  remodel  it.  In  short, 
Malmaison  is  the  epitome,  imperfect  certainly  but 
nevertheless  very  characteristic,  ot  Josephine's  taste 
and  the  Napoleonic  style  from  the  Consulat  to  the  end 
of  the  Empire. 
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4.  te  Vestibule 
d'Honneur,  Chateau 
de  Mahnaison. 


The  best  way  to  judge  the  chateau  is  to  compare  it 
in  its  present  state  with  the  descriptions  of  Fontaine 
and  the  inventories  of  18 14  and  1824  and  with  the  all 
too  rare  old  watercolours  and  engravings.  The  exterior 
is  plain,  rustic  and  in  no  sense  Imperial.  The  architects 
had  to  be  content  to  enlarge  it  by  adding  short  wings 
overlooking  the  courtyard,  ornamented  with  pedi- 
ments and  niches,  which  remained  empty.  They 
strengthened  the  frontage  with  buttresses  surmounted 


by  vases  and  statues  taken  from  Marly,  and  built  a 
veranda  in  the  centre,  described  caustically  by 
Bonaparte  as  an  animal's  cage  at  a  fair  by  reason  of  the 
metal  bars  in  front  of  the  glazed  bays.  It  resembled  a 
military  tent  decorated  on  the  facade  with  trophies  of 
arms  and  blue  and  red  drapery  with  red  fringes. 
Percier  and  Fontaine  added  such  indispensible  build- 
ings as  a  caretaker's  lodge  and  a  guard  post  in  the  form 
of  an  ancient  temple,  a  Classical  building  for  the 
officers,  the  'Guides'  of  the  escort,  with  moulding  of 
an  Athenian  cavalcade  on  one  of  the  walls,  a  small 
theatre,  stables  and  greenhouses  of  a  Greco-Roman 
style  all  in  contrast  with  high  roofs  and  totally  French 
appearance  of  the  chateau. 

From  1800  the  main  entrance  hall  facing  the  court- 
yard and  park,  paved  in  black  and  white  marble  and 
with  a  panelled  ceiling  supported  by  four  stucco 
columns,  was  antique  in  style  with  swords  and  gilded 
laurel  wreaths  spreading  over  walls  painted  in  imita- 
tion marble,  porphyry  or  granite  (No.  4).  By  clever 
siting  of  mobile  mirrors  the  architects  enabled  this 
hall  to  be  opened  easily  into  the  adjacent  rooms.  Busts 
of  Roman  emperors  accentuated  its  severity  which 
was  softened  by  cages  of  exotic  birds,  curtains  of 
green  taffeta  and  muslin,  chairs  and  mahogany 
gueridons. 

To  the  north  the  nearby  Salon  de  Billard,  similarly 
tiled,  was  used  as  a  drawing  room  for  ladies  and  officers 
attached  to  the  court.  The  colour  of  the  walls  and 
four  doors  is  not  recorded.  In  18 10  it  contained  six 
unusual  portraits  of  the  principal  Sheiks  of  the  Divan 
of  Cairo  by  Rigo,  souvenirs  of  the  Egyptian  expedi- 


;.  Le  Salon  Dore, 
Chateau  de 
Vlalmaison. 
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6.  Francois  Gerard. 
Ossian  evoking  phantoms  with 
the  sound  of  his  harp  on  the 
banks  of  the  Lor  a,  1 800— 1 80 1 . 
Musee  de  Malmaison. 


7.  Anne-Louis  Girodet-Trioson. 
Apotheosis  of  French  heroes  who  died for 
their  country  during  the  war  of  freedom,  1 801 . 
Musee  de  Malmaison. 


tion.  The  furniture,  including  a  billiard  table,  consisted 
of  four  gaming-tables,  eighteen  mahogany  chairs  with  ! 
solid  backs,  and  curtains  ot  embroidered  muslin. 
Further  on,  a  simply  furnished  vestibule  opened  into 
the  Salon  de  Compagnie  and  to  the  staircase  leading 
to  Josephine's  apartments.  Immediately  after  the 
victory  ot  Marengo  Bonaparte  ordered  the  rapid 
transformation  of  the  Salon.  On  20  July  1800  Fontaine 
wrote  in  his  'Journal'  'the  new  decoration  carried  out 
in  ten  days  by  citoyen  Jacob  is  not  as  successful  as  that 
of  the  small  gallery  and  billiard  room.  Solid  mahogany 
panels,  velvet  frames  and  material  draped  over  doors 
create  a  mournhi!  effect  .  .  .  To  fill  the  panels  between 
the  pilasters  we  asked  tor  two  large  pictures  by  citoyens  ( 
Girodet  and  Gerard  and  four  small  ones  .  .  .  Madame  j 
Bonaparte  wishes  these  pictures  to  represent  episodes  I 
from  the  General's  lite'.  The  following  Spring  the  visit  | 
of  the  King  of  Etruria  was  expected  and  on  26  May 
'Before  he  was  due  to  arrive  we  had  two  of  the  tour 
pictures  hung  which  were  to  decorate  the  Salon' 
(episodes  from  the  Marengo  campaign).  'The  First 
Consul  came  in,  saw  them  with  annoyance  and  ordered 
that  they  should  be  instantly  removed'.  Pictures  by 
Gerard  and  Girodet,  brilliant  pupils  of  David,  were 
not  hung  on  either  side  of  the  Italian  marble  chimney 
piece  until  the  autumn  of  1802.  Napoleon  was  known 
to  admire  these  strange  severe  canvases,  already 
Romantic  in  sentiment:  Ossian  evoking  phantoms  with 
the  town!  of  his  harp  on  the  hanks  of  the  Lora  (No.  6)  with 
the  moonlit  castle  of  Selma  in  the  background,  and 
the  Apotheosis  of  French  heroes  who  died  for  their  country 
during  the  war  of  freedom  (No.  7),  generals  in  uniform 
welcomed  by  the  shades  of  Ossian  and  others.  The  Salon 
was,  therefore,  only  hung  with  some  of  the  decoration 
planned  in  1800. 

As  soon  as  she  was  able,  Josephine  replaced  these 
masterpieces  of  war  and  legend  and  had  the  Salon 
decorated  in  a  softer,  more  feminine  style.  A  water- 
colour  by  Locillot,  dated  1826,  shows  it  much  as  it  was 
before  her  death.  The  ceiling  and  doors,  both  real  and 
fake,  with  delicate  antique  gilded  motifs  on  a  light 
background  still  remain,  but  the  medallions  of* 
bucolic  and  amatory  subjects,  probably  painted  by 
Redoutc.  in  the  centre  of  the  panels  bordered  by 
mahogany  pilasters  have  gone.  The  decoration  is 
similar  to  certain  of  the  rooms  in  the  hotel  de  Beau- 
harnais  in  Paris  which  Josephine  and  Hortense  had 
re-designed  for  Prince  Eugene.  Locillot  showed 
mahogany  seats  covered  in  blue  whereas  the  18 14  in- 
ventory refers  to  a  whole  set  'in  white  and  gold  painted 
wood,  covered  with  tapestry  in  pctits-points  on  a  white 
ground  embroidered  in  satin  stitch'  by  Josephine  and  1 
her  ladies  if  accounts  by  her  contemporaries  are  true. 
This  white  and  gold  upholstered  furniture,  no  longer 
in  existence,  and  the  curtains  of  white  silk  bordered  in 
gold  and  embroidered  muslin  match  perfectly  the  wall 
paintings  which  could  have  been  of  the  time  of 
Marie-Antoinette. 
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The  Salon  de  Musique  docs  not  seem  to  have  under- 
gone such  drastic  alterations  (No.  8).  Fontaine  wrote 
only  on  22  March  1800  'the  decoration  of  the  small 
gallery,  executed  by  citoyens  Jacob  and  Mocnch  was 
completed  and  in  position  in  ten  days.  This  work  was 
quite  well  received  and  the  First  Consul,  who  is  not 
easily  pleased,  they  say,  was  satisfied  with  it'.  In  1809 
Berthault  enlarged  the  room  by  adding  a  Grande 
Galerie  with  windows  above,  destroyed  after  1840,  to 
display  Josephine's  collections  of  ancient  sculptures 
and  pictures  by  Old  Masters.  The  watcrcolour  by 
Auguste  Garneray,  begun  in  18 12,  reveals  little 
change  in  the  decor  with  its  small  mahogany  pillars 
(No.  8b).  A  picture  by  Bcrgcrct  Tributes  paid  to 
Raphael  after  his  death  had  even  been  restored  to  its 
original  position  as  well  as  two  of  the  four  settees  and 
some  mahogany  fauteuils  signed  by  the  Jacob  brothers, 
delivered  in  1800  and  still  covered  in  red  cloth  orna- 
mented in  black  braid.  The  colours  in  bold  Consul 
style  remained  harmonious. 

From  the  Grande  Galerie  which  housed  so  many 
masterpieces  there  remain  a  few  x-stools  in  giltwood, 
covered  in  red  morocco  leather  with  gold  fringes, 
of  a  type  then  in  use  in  the  palaces,  and  two  quite 
heavy  giltwood  console  tables  with  marble  tops, 
intended  to  display  Greek  vases. 

To  the  south,  the  entrance  hall  opened  onto  the 
dining  room,  paved  in  black  and  white  marble  of  an 
elaborate  pattern,  and  with  a  semi-circular  extension 
(No.  9).  The  walls  were  painted  in  the  shades  of  ochre 
and  blue  in  fashion  at  the  time  of  the  Consulat,  with 
Corinthian  pilasters  and  a  frieze  ornamented  with 
crowns  and  garlands  in  imitation  of  the  antique. 
Lafitte,  under  the  guidance  of  Percicr,  decorated  the 
stucco  panels  with  graceful  dancing-girls  very  much 
in  the  style  of  Pompeii. 

Above  the  basin  (of  the  fountain)  a  female  statue 
reflected  in  the  mirrors  poured  water  from  two  urns. 
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9.  The  Empress' 
dining  room, 
Chateau  de 
Malmaison. 


Colour. 

The  cabinet-biblio- 
thequc,  Chateau  de 
Malmaison. 

10.  Napoleon's 
cabinet-bibliotheque, 
engraving  by 
Percier  et  Fontaine, 
from  'Recueil  des 
Decorations 
intcrieures',  plate  42. 
Musce  de  Malmaison. 


Only  a  rapid  sketch  gives  us  an  idea  today  of  what  itj 
was  like.  The  furniture  consisted  of  an  oval  table,  three  i 
console  tables,  two  fauteuils  and  twelve  chairs,  ali  in 
mahogany.  This  room  is  an  excellent  example  of  the  j 
best  in  Parisian  taste  under  the  Consulat. 

Bonaparte  'orders  that  a  Council  chamber  should  be 
made  instead  of  his  bedroom  on  the  ground  floor  .  .  . 
he  will  in  future  use  the  first  floor  above  the  Salon  de 
Compagnie  [Fontaine,  'Journal',  8  July  1800]  .  .  .  The 
work  and  decoration  had  to  be  finished  in  ten  days  as 
the  frequent  visits  he  was  accustomed  to  make  had  not 
to  be  interrupted  ...  it  seemed  appropriate  to  use  a  tent 
shape  supported  by  pikes,  fasces  and  standards 
between  which  are  suspended  groups  of  arms  to 
evoke  those  of  the  most  famous  warriors  in  the  world'. 
Such  is  the  commentary  by  the  architects  on  their 
drawing  (No.  11),  which,  with  the  exception  ot  the 
trophies  of  arms,  too  difficult  to  reproduce,  enabled 
the  recent  restoration  of  this  room  to  be  undertaken  to 
its  military  style  with  striped  blue  and  white  cloth 
stretched  over  it  and  wooden  stools  painted  in  antique 
green  in  the  form  of  a  curule  chair  around  a  table 
identical  with  the  model  by  Percier  (No.  12).  Josephine 
had  it  transformed  after  18 10  into  a  drawing  room 
with  a  white  marble  topped  tea-table,  two  secretaires 
in  mahogany  and  citronvvood,  two  day  beds,  ten 
fauteuils,  six  chairs  and  ten  x-stools.  But  she  preserved 
the  library  adjacent  as  Bonaparte  used  it  from  the  end 
of  the  summer  of  1 800  and  as  it  is  today.  Fontaine  left  a 
detailed  account  of  the  difficulties  he  and  Percier  en- 
countered in  executing  this  cabinet  de  travail  from  three 
rooms  of  modest  size.  'M.  Jacob  who  is  in  charge  of  the 
cabinet-making  and  carpentry  of  the  library  has 
shown  rare  ingenuity  in  carrying  it  out .  .  .  Everything 
is  now  ready,  and  although  the  First  Consul  thought 
that  the  room  looked  like  a  church  vestry  he  was 
forced  to  recognise  that  it  was  difficult  to  do  better  in 
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so  unpromising  a  situation'  (No.  10).  The  paintings  on 
the  arches  by  Moench  to  designs  by  Percier  were  com- 
pleted on  27  September  1800.  A  concealed  staircase 
leading  to  the  first  floor  was  constructed  a  little  later. 
The  illustration  by  Percier  and  a  drawing  by  Loeillot 
about  1825  show  with  what  care  the  library  had  been 
preserved.  The  plaster  vaulting  with  two  arches,  re- 
cesses and  half-domes,  ornamented  with  figures  of 
Apollo  and  Minerva,  medallions  of  poets  and  philoso- 
phers framed  in  laurel,  flowers  and  foliage  against  a 
light  ground  contrasts  with  the  dark  mahogany  of  the 
bases  of  the  small  columns,  cornices  and  built-in 
shelves  which  held  the  books  simply  bound  in  marbled 
calf  and  stamped  with  the  initials  'pb'  and  the  distinguis- 
hed name  'malmaison'.  The  atmosphere  is  calm  and 
peaceful.  The  present  furniture  of  the  Consulat  period 
from  the  Tuilcries  resembles  the  original  (colour). 

The  first  floor,  which  looked  on  to  the  park  and  a 
long  tiled  corridor  with  windows  over  the  courtyard, 


was  reserved  for  the  bedrooms  of  the  owners  and  their 
families.  The  rooms  with  closets  were  not  large  and 
were  summarily  furnished  in  mahogany  with  hangings 
of  tapestry  or  wool,  often  yellow  with  black  braid 
called  'casimir'.  By  following  the  inventory  of  1814  of 
the  room  which  was  definitely  Napoleon's  it  has  been 
possible  to  re-create  it  with  mahogany  furniture  from 
the  Tuileries,  a  floral  moquette  carpet  and  hangings 
recalling  the  original  striped  muslin  (No.  13).  To  the 
north  was  Josephine's  much  more  elegant  apartment. 
After  Marengo  she  shared  it  with  her  husband.  The 
architects  hurriedly  installed  a  bathroom,  lavatory, 
dressing  room  and  other  additions.  On  27  September 
1800  'the  decorators  have  finished  painting  the  frieze 
around  the  room  of  the  First  Consul  on  the  first  floor 
above  the  Salon'.  This  decoration  survives,  but  in  poor 
condition,  with  the  light  colours,  swans,  garlands  and 
a  variety  of  motifs  in  accordance  with  the  design  illus- 
trated in  'Recueil  de  Decorations  interieures'  (No.  14). 


13.  Napoleon's 
bedroom,  Chateau  de 
Malmaison. 


14.  Frieze  from 
Madame  Bonaparte's 
bedroom,  detail, 
1800.  Chateau  de 
Mahnaison. 


After  the  divorce  Josephine  had  the  apartments 
redecorated.  Her  room  became  an  oval  tent  hung  in 
red  with  slender  columns  ot  giltwood  and  a  ceiling! 
painted  by  M.-J.  Blondcl  representing  Juno  in* hen 
chariot  drawn  by  white  horses.  A  sumptuous  giltwoodj 
bed  made  by  Jacob-Dcsmalter.  which  is  still  in  position)! 
(No.  15),  replaced  the  previous  bed.  Giltwood  beraerea 
and  fauieuils  were  introduced  and  chairs,  a  gueridon,  a| 
mahogany  somno  and  the  toilette  in  vermeil  delivered! 
by  Odiot  in  1812  (No.  16).  The  gold-lace  embroideries! 
ot  the  panels  ot  the  ceiling  and  muslins  embroidered  in] 
gold  which  lightened  the  effect  of  the  heavy  red! 
drapery  formed  a  dazzling  setting  tor  the  last  years  oq 
the  Empress.  The  chambre  a  catcher  ordinaire  next  to  itj 
was  infinitely  lighter  and  more  intimate  with  a| 
mahogany  couch,  draped  in  white  Indian  silk  with  a 
gold  and  silk  fringe  and  hung,  like  the  boudoir,  in 
plain  muslin  and  with  furniture  upholstered  in  pale 
fawn  striped  silk.  Josephine  has  assembled  there 
necessaires,  caskets  and  various  trinkets  of  exquisite 
taste  and  refinement  executed  by  Bicnnais,  Schev  and 
other  ebenistes  and  goldsmiths  now,  with  a  few  excep- 
tions, dispersed. 

The  pleasing  originality  ot  this  decor,  confined  to 
the  reception  rooms  and  Josephine's  apartment,  would 
not  alone  have  been  sufficient  to  make  Malmaison  into 
a  house  ot  distinction.  The  real  fascination  exercised  by 
this  modest  chateau  lay  primarily  in  the  exceptional 
personality  ot  Napoleon,  the  radiant  charm  ot  Joseph- 
ine and  the  dinners,  concerts,  balls  and  comedies  which 
were  held  there.  It  also  lay  in  the  vast  park  ornamented 
with  statues,  obelisks,  pavilions,  rivers  and  ponds  in- 
habited bv  rare  creatures  such  as  black  swans,  emus, 


15.  Empress 
Josephine's  bed, 
made  by  Jacob- 
Dcsmalter,  1810. 
Chateau  dc  Malmaison. 

Right. 

16.  Empress 
Josephine's  bed-table, 
mahogany  and 
silvergilt. 

Musee  de  Malmaison. 
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-  and  kangeroos  and  planted  with  exotic  trees  and 
ess  from  distant  parts  which  turned  it  into  a  verit- 
able botanical  and  zoological  garden  freely  accessible  to 
scholars.  Auguste  Garneray  has  left  delightful  water- 
colours  as  graceful  souvenirs  of  this  earthly  paradise 
(Nos.  17  and  18).  Pierre-Joseph  Redoute  reproduced  in 
well  known  coloured  engravings  the  different  varieties 
of  flowers,  roses  in  particular,  to  illustrate  the  books  of 
Ventenat  and  Bonpland.  Josephine,  with  assistance  of  a 
host  of  botanists,  landscape  artists,  gardeners  and  nur- 
serymen such  as  the  Englishmen  Howatson  and 
Kennedy,  and  the  Frenchmen  Morel,  Delahaye, 
Brisseau  de  Mirbcl,  Berthault,  Andre  Dupont, 
Guerrapain  and  Vilmorin,  deserves  to  be  regarded  as 
the  discriminating  and  thoroughly  competent  creator 
of  this  park  with  greenhouses  which  are  renowned 
throughout  Europe. 

To  all  this  she  added  a  rich  and  numerous  collection 
of  works  of  art  which,  as  much  as  the  gardens,  she 
enjoyed  showing  to  her  guests.  In  the  Salon  de  Musiquc 
and  the  Grande  Galerie  were  ancient  marbles  but  an 
even  greater  number  of  bronzes  and  Greek  vases, 
known  as  Etruscan,  several  groups  and  statues  by 
Canova,  Chaudet  or  Cartellier,  curiosities,  an  impres- 
sive collection  of  more  than  two  hundred  and  fifty 
Italian,  Flemish,  Dutch  and  French  pictures  bearing  the 
names  of  Raphael,  Leonardo,  Titian,  Veronese, 
Bellini,  Carracci,  Rubens,  Van  Dyck,  Rembrandt, 
Cuyp,  Mctzu,  Dou,  Potter,  Ruysdacl,  Poussin  and 
Claude  whose  'Heurcs  du  jour'  rank  as  some  of  his 
greatest  successes.  This  veritable  museum  contained 
also  modern  artists:  portraits  and  busts  of  Napoleon 
and  Josephine,  Hortensc  and  Eugene,  by  Chinard, 
Bosio,  Prud'hon,  Appiani  and  Gerard,  flower  pictures 
by  Van  Dael  or  Van  Spaendonck,  landscapes  by 
Thienon,  Lacroix  or  Cesar  Van  Loo,  genre  scenes  of  the 


Middle  Ages  as  imagined  by  the  artists,  which 
Josephine  made  popular,  by  Fleury-Richard,  Coupin 
de  la  Couperie  or  Lemonnier.  Alexandre  Lenoir  and 
Constantin,  who  compiled  the  catalogue  printed  in 
181 1,  had,  with  Denon,  the  Director  of  the  Imperial 
Museums,  advised  the  Empress  on  her  choice.  She  did 
not  hestitate,  moreover,  to  show  to  the  ladies  her  sets  of 
jewellery,  shawls  and  glittering  robes,  preserved  in  her 
wardrobe  on  the  second  floor  above  her  bedroom. 

But  the  Fates  were  watching,  the  Empire  crumbled 
tor  the  first  time  in  18 14  and  Josephine  did  not  survive 
it.  During  the  Hundred  Days  of  1815  Napoleon  came 
to  Malmaison  to  mourn  his  companion  of  happier 
times.  After  Waterloo  he  halted  there  on  the  way  to 
his  final  exile.  'It  is  a  wonderful  place,  Malmaison  .  .  . 
Everything  here  reminds  me  of  poor  Josephine  ...  I 
cannot  believe  that  she  is  no  longer  here':  simple 
phrases  which  betray  deep  emotion. 

Chateaubriand  was  to  express  in  nobler  language 
the  melancholy  charm  of  these  places  that  used  to  be 
so  full  of  life.  'Already,  through  neglect,  the  foreign 
trees  are  perishing;  no  longer  do  the  black  swans  of 
Oceania  glide  along  the  canals;  the  cage  imprisons  no 
more  tropical  birds;  they  have  flown  off"  to  wait  for 
their  host  in  their  own  country'  -  an  allusion  to  the 
rock  of  Saint  Helena  where  the  Emperor  was  indignant 
to  learn  of  the  sales  forced  in  settlement  of  the  inherit- 
ance of  the  estate.  To  find  pictures  and  statues  trom 
Malmaison  today  one  has  to  go  to  Moscow,  Leningrad 
or  the  Swiss  castle  of  Arenenberg,  but  the  house 
remains  and  a  few  pieces  of  furniture  and  objects  have 
returned.  The  ghosts  of  Napoleon  and  Josephine  still 
haunt  their  beloved  Malmaison. 

Translation  by  Margaret  Adams 
Photographs:  Laverton. 


19.  ANONYMOUS. 

I  lew  of  Malmaison, 
engraving  with 
watercolour, 
Consnlat  style. 
Musee  de  Malmaison. 


Gerard  Hubert, 

Conscrvateur  en  chef  de  la  Malmaison. 


270 


ft 


MARSHAL  BLUCHERS  BOOH 


A  rediscovered  group  of  portraits 


Count  Charles  de  Salis 


The  Prussian  Marshal  Bliicher  had  an  ambivalent  attitude  to  the  architectural  and  artistic 
legacy  of  the  Empire  he  helped  to  overthrow;  while  admiring  Napoleon,  he  sought  to  re- 
move many  of  his  monuments.  Prussian  troops  looted  the  palace  of  Saint-Cloud  in  1815,  and 
Bliicher  acquired  a  group  of  portraits  of  members  of  the  Imperial  Family-  Believed  lost, 
these  fine  paintings  have  recently  come  to  light  in  the  Channel  Islands. 


Those  interested  in  the  period  of  the  French 
Revolution,  and  of  Napoleon,  must  often  be 
saddened  by  the  loss  and  destruction  of  so 
many  buildings,  documents  and  pictures;  and  they 
must  at  times,  as  Professor  Cobb  has  written  in  a  recent 
review,  regret  that  previous  historians  spent  their  time 
bicycling  from  Paris  to  Varennes,  following  unprofit- 
ably  the  route  of  Louis  xvi,  instead  of  talking  to  the 
last  survivors  of  the  Republic,  Directory,  Consulate 
and  Empire.  There  are,  fortunately,  occasional  com- 
pensations, and  something  appears  most  years  that  was 
either  previously  unknown,  or  was  thought  to  have 
been  lost.  A  good  sale  or  exhibition  often  draws 
things  out  of  dark  and  forgotten  corners.  London  has 
seen  the  sale  at  Sotheby's  of  an  important  letter  from 
Napoleon  to  Marshal  Ney  at  Quatre  Bras,  and  the 
picture  of  Napoleon  and  the  Tsar  Alexander  on  the 
raft  at  Tilsit,  taken  in  1815  from  the  Tuilcrics.  Histo- 
rians, with  Englishmen  in  the  van,  have  searched 
Parisian  and  provincial  records,  left  untouched  by  their 
predecessors,  and  have  discovered  information  of  the 
greatest  interest;  information  which  has  modified  or 
altered  our  views  on  many  aspects  of  the  period. 

There  has  now  appeared  a  fascinating  group  of 
pictures  of  Napoleon  and  his  family.  They  were  re- 
moved from  Saint-Cloud  during  the  occupation  of 
Paris  after  Waterloo  by  Field-Marshal  Bliicher  and,  al- 
though known  about,  have  not  been  available  for 
viewing  or  study  since.  Originally  in  Germany  they 
have  been  in  Guernsey  for  the  last  few  generations. 

The  earliest  of  the  paintings  is  of  Napoleon  Bona- 
parte, as  First  Consul,  crossing  the  Alps:  Bonaparte 
franchissant  le  Grand-Saint-Bernard  from  the  studio  of 
Jacques-Louis  David  (No.  1).  The  original  was  bought 
by  Charles  iv  of  Spain  for  twenty-four  thousand 
francs,  and  taken  to  Madrid.  It  was  brought  back  by 
Napoleon's  brother  Joseph,  when  King  of  Spain,  and  it 
was  given  to  Malmaison  by  his  grand-daughter,  the 
princesse  de  la  Moskowa. 

Napoleon  ordered  tour  copies,  but  only  three  were 
delivered.  One  went  to  Milan,  and  is  now  in  Vienna. 


the  second  was  taken  from  the  Invalides  by  Wellington, 
and  its  whereabouts  is  unknown.  David  kept  a  third 
copy  for  himself,  which  his  family  gave  to  Napoleon 
in.  This  now  belongs  to  the  Bonaparte  family.  The 
fourth  now  in  the  Palace  of  Charlottenberg,  Berlin, 
was  given  by  Bliicher  to  the  King  of  Prussia,  of  which 
this  is  perhaps  a  copy.  A  further  four  copies  were 
painted  soon  after  by  various  artists.  One  of  these,  by 
Langlois,  is  now  at  Versailles,  and  was  for  a  time 
thought  to  be  the  original.  Several  copies  are  known  to 
have  been  made  since,  and  they  have  appeared  at 
intervals  on  the  art  market. 

Napoleon  told  David  to  paint  him  'cahne  sur  un 
cheval  fougueux'.  In  fact  he  crossed  the  alps  on  a  mule, 
and  on  foot.  As  he  himself  admitted,  part  of  the  descent 
was  made  less  glamorously  on  his  behind.  Several 
pictures  exist  of  him  on  a  mule,  led  by  a  local  guide, 
and  there  are  others  of  his  meeting  with  the  monks  at 
the  Hospice  on  top.  Most  of  the  medals  commem- 
orating the  crossing,  and  the  subsequent  victory  at 
Marengo,  follow  the  picture  by  David.  This,  as  can  be 
seen  by  the  inscriptions  on  the  rocks,  compares  the 
First  Consul  to  Hannibal  and  Charlemagne. 

The  original  was  finished  in  February  [801,  the 
crossing  having  taken  place  the  year  before  in  the 
summer.  Napoleon  only  gave  David  one  sitting  of 
three  hours,  and  David's  son  posed  for  the  portrait 
afterwards.  The  horse  is  based  on  that  of  Falconnct,  in 
his  equestrian  statue  of  Peter  the  Great. 

The  other  five  pictures  are  of  Napoleon's  sisters,  and 
of  two  of  his  sisters-in-law.  These  are  by  Francois 
Gerard,  Robert  Lefcvre  and  Pietro  Benvenuti.  These 
artists  painted  other  similar  portraits  of  the  members  of 
Napoleon's  family  including  his  mother. 

The  portrait  of  Elisa,  the  eldest  of  Napoleon's 
sisters,  and  the  most  like  him  in  energy  and  ability,  is 
by  Benvenuti  (No.  2).  Elisa  married  Felix  Baciocchi,  a 
fellow  Corsican,  and  became  Princess  of  Piombino 
and  Lucca,  and  Grand-Duchess  of  Tuscany.  She  stands 
with  her  daughter  Napolconc-Elisa,  who  was  born  in 
1806.  The  Duomo  of  Florence  can  be  seen  through  the 
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i.  Studio  of  Jacques-Louis  David. 
Bonaparte franci'issanl  le  Grand-Saint  Bernard, 
signed,  inscribed  and  dated  'Van  ix', 
2.68  X  2.30  metres. 


window.  Her  son,  who  was  born  in  18 10  is  not  shown; 
so  perhaps  the  picture  dates  from  c.  1809. 

That  of  Napoleon's  second  sister,  Pauline,  is  by 
Lefevre  (No.  3).  She  married  General  Leclerc,  and 
went  with  him  to  Saint  Domingo,  where  he  died  in 
1802.  Returning  as  a  widow  to  France,  she  married  the 
rich,  but  not  over  intelligent,  Prince  Borghese,  who 
had  supported  the  French  cause  in  Italy.  She  lived 
apart  from  him  for  most  of  the  rest  of  her  life.  Pauline 


was  the  most  beautiful  of  the  three  sisters,  and  is 
remembered  chiefly  for  her  scandalous  life,  and  for 
the  nude  statue  of  her  by  Canova.  She  was,  however, 
the  most  loyal,  and  she  joined  and  helped  Napoleon 
during  his  exile  on  Elba.  The  picture  is  signed  and 
dated  1808. 

The  third  sister,  Caroline,  married  General  Joachim 
Murat,  and  became  queen  of  Naples  in  1808.  Her 
portrait  is  by  Gerard  (No.  4).  She  showed  many  good 
qualities,  but  her  ambition  led  to  treason  against  the 
brother  who  had  given  her  the  throne.  She  is  shown 
with  her  children  Achille,  Loetizia,  Lucien  and  Louise, 
and  through  the  door  at  the  back  one  can  see  the  erupt- 
ing Vesuvius.  There  is  another  picture  of  her  and  her 
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2.  PlETRO  BENVENUTI. 

Elisa  Bonaparte,  Grand  Duchess  of  Tuscany, 
with  her  daughter  Napoleone-Elisa, 
2.42  X  1.69  metres. 

3.  Robert  Lefevre. 
Pauline  Borghese, 
signed  and  dated  1808, 
2.14  x  1.49  metres. 


children  at  Malmaison.  This  is  signed  by  Gerard  and 
was  given  by  die  Murat  family.  There  are  only  a  few 
very  minor  differences  between  them.  They  were 
probably  painted  soon  after  she  went  to  Naples  in  1808. 

The  portrait  of  Napoleon's  step-daughter,  Hortense 
de  Beauharnais,  is  by  Gerard  (No.  5).  She  was  the 
daughter  of  Josephine  by  her  first  husband,  who  was 
guillotined  during  the  terror.  She  married  Louis 
Bonaparte,  and  became  Queen  of  Holland  from  1806 
to  1810.  She  was  the  mother  of  Napoleon  in  but  it  is 
not  certain  if  Louis  was  the  father.  She  is  painted  here 
with  her  first  son,  Napoleon-Charles,  who  died  in  1807. 
This  is  almost  certainly  the  picture  that  was  exhibited 
at  the  Paris  Salon  in  1808,  though  it  must  have  been 
painted  earlier. 

The  last  of  these  portraits  is  that  of  Julie  Clary  (No. 
6),  the  sister  of  the  better  known  Desirec.  She  married 
Joseph,  becoming  Queen  of  Naples  in  1806,  and  Queen 
of  Spain  in  1808.  Her  daughter  Zenaide,  who  is  with 

4.  Baron  Gerard. 
Queen  Caroline  Murat 
and  her  four  children, 
2.14  X  1.70  metres. 
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her,  was  born  in  1801,  and  married  Charles  Lucien, 
prince  de  Canino,  the  son  of  Lucien  Bonaparte,  and 
her  first  cousin.  There  is  a  similar  painting  in  Versailles, 
with  slight  differences  only,  signed  and  dated  1807. 
She  is  not  wearing  the  same  tiara.  The  Bliicher  one  is 
signed  and  dated  1807. 

These  five  portraits  are  extremely  interesting,  both 
as  historical  documents,  and  works  of  art.  Napoleon 
intended  to  have  portraits  of  his  family  painted,  to 
hang  at  Fontainbleu,  and  small  replicas  of  all  his  port- 
raits were  made.  Eighty-two  of  these  are  at  Versailles. 

There  do  not  seem  to  be  comparable  portraits  of  the 
wives  of  his  other  two  brothers,  Lucien  and  Jerome. 
Lucien,  after  the  death  of  his  first  wife,  had  remarried 


5.  Baron  Gerard. 
Hortense  de  Becitharnais, 
Queen  of  Holland, 
with  her  son  Napoleon-Charles, 
2.16  X  1.45  metres. 


6.  Robert  Lefevre. 

Julie  Clary,  with  her  daughter  Zcnaide, 

signed  and  dated  1807, 

2.15  X  1.42  metres. 


Alexandrine  de  Bleschamp,  against  the  wishes  of 
Napoleon.  He  lived  quietly  in  Rome  from  1804,  and 
in  1 8 10  went  to  the  United  States. Jerome,  the  youngest 
brother,  had  married  Elisa  Paterson  in  the  United 
States  in  1803.  Napoleon  forced  him  to  repudiate  her, 
and  eventually  to  marry  Princess  Catherine  of 
Wurtembourg,  but  after  the  time  when  Gerard  did 
his  sketches.  There  are  other  portraits  of  her,  including 
one  by  Gros,  but  not  one  similar  to  the  other  five  by 
Gerard,  Lefevre  or  Benvenuti. 

We  must  hope  that  the  appearance  of  these  pictures 
will  let  us  learn  more  of  Napoleon's  intentions  for 
Fontainbleau,  and  the  dates  on  winch  they  were 
painted.  Perhaps  it  might  also  lead  to  the  finding  of 
the  missing  sketches  of  Elisa.  Pauline  and  Julie  Clary. 
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JEW  ELLERY  UNDER 
Tl  IE  FIRST  EMPIRE 

Serge  Gratidjeati 


The  establishment  of  the  Empire  led  to  a  restoration  of  public  confidence  and  a  revival  of 
luxury.  The  splendour  of  the  Imperial  Court  and  institutions,  and  the  succession  of  state 
occasions,  provided  a  welcome  stimulus  to  a  trade  interrupted,  and  many  cases  ruined,  by 
the  Revolution. 


When,  at  a  reception  at  the  Palais  des 
Tuilerics,  Napoleon  asked  the  Conitesse 
Mollien,  wife  of  his  Minister  ot  the 
Treasury,  'Why  are  you  not  wearing  diamonds?'  the 
reply  came,  'Sire,  it  is  well  known  that  my  husband  is 
not  wealthy.  I  would  be  afraid  that  people  would 
think  that  I  had  bedecked  myself  at  the  Treasury's 
expense'.  The  Emperor  accepted  the  excuse  and  the 
next  day  the  Comtesse  received  a  jewel  case  in  recogni- 
tion of  her  attitude. 1 

This  little  anecdote  provides  sufficient  evidence,  if 
evidence  is  needed,  that  the  Emperor's  genius,  which 
recognised  both  the  exigencies  of  the  material  things 
of  life  and  the  subtleties  of  political  sense,  could  regard 
luxury  as  a  national  necessity  and  not  merely  as  frivo- 
lity. Indeed  Napoleon  considered  luxury  not  only  as  a 
means  of  government  or  a  symbol  of  prestige  but  also, 
and  above  all,  an  incentive  to  industry  and  the  arts  by 
providing  a  great  variety  of  openings  and  a  living  for 
many  specialist  craftsmen  as  well  as  for  ordinary 
workpeople.2 

What  was  the  condition  of  French  jewellers  during 
the  Napoleonic  period?  Flourishing  it  seems,  in  the 
light  of  circumstances  around  1 800.  Public  confidence 
had  been  re-established  and  there  was  a  return  to 
general  prosperity.  There  were  still  in  existence  num- 
erous jewellers  who  had  survived  the  Revolution  of 
1789  and  who  could  therefore  pass  on  the  traditions  of 
their  skill.  Equally  favourable  conditions  prevailed 
under  the  Consulat  of  Bonaparte  and  to  an  even 
greater  extent  during  the  First  Empire.  The  years  1804 
and  1 8 10  were  outstanding  in  the  already  notable 
history  of  Parisan  jewellery,  the  first  by  reason  of  the 
sumptuous  festivities  for  Napoleon's  coronation,  and 
the  second  because  of  his  marriage  to  the  daughter  of 
the  Emperor  of  Austria,  Maria  Louisa.  These  occasions 
provided  excellent  pretexts  for  huge  orders  for  jewels 
and  ornaments,  and  for  increased  activity  in  the  work- 
shops. Diplomatic  alliances  and  military  conquests  also 
helped  to  spread  the  influence  of  Paris  to  the  four 
corners  of  Europe. 

According  to  a  report  of  the  Chambre  de  Commerce 


in  Paris  dated  28  March  1807  there  were  in  the  jewel- 
lery trade  alone  eight  hundred  workmen  and  two 
thousand  women  all  employed  by  four  hundred 
jewellers.3  Six  years  later,  in  18 13,  still  in  Paris  and  on 
the  eve  of  the  fall  of  the  Empire,  there  were  two 
hundred  and  fifty  goldsmiths'  and  jewellers'  establish- 
ments employing  three  thousand  two  hundred  work- 
men producing  an  output  worth  a  total  of  twenty- 
seven  million  francs  of  that  period.4  Another  very 
important  record  of  this  activity  was  the  popular 
'Collection  des  Meublcs  ct  objets  de  gout'  published 
in  1802  by  Pierre  de  la  Mcsangcrc  which  devoted 
several  of  its  coloured  plates  to  jewellery,  showing 
patterns  of  jewels  ranging  from  a  hair  pin  in  the  form 
of  a  lyre  to  a  necklace  in  the  antique  style  and  an 
ornamental  comb  studded  with  diamonds.5 

Catalogues  have  been  useful  in  discovering  the 
names,  places  of  business  and  specialists  of  the  prin- 
cipal Parisian  jewellers,  one  of  whom  is  Douet.6  Certain 
deserters  from  the  Aticien  Regime  emerge  such  as 
Joscph-Etienne  Blerzy,  Charles  Ouizille,  Adrien-Jean- 
Maximilien  Vachette,  all  three  already  well  known  for 
the  quality  of  their  snufF-boxcs  frequently  set  a  cage 
and  enhanced  with  rare  stones.  To  this  talented  group 
of  fortunate  survivors  one  should  add  the  merchant 
Grandcher,  whose  sign  'Au  Petit  Dunkerque,  so  famous 
under  Louis  xvi,  was  still  in  fashion  during  the  First 
Empire.  Grandcher  was  also  one  of  the  merchants  who 
enjoyed  the  patronage  of  Josephine. 

A  limited  number  of  jewellers  concentrated  on  the 
making  of  decorations  and  military  orders,  such  as 
Halbout,  entitled  joailler  de  la  Legion  d'Honncur',7 
the  goldsmith  Biennais  and  the  jeweller  Marguerite, 
both  makers  ot  several  decorations  worn  on  various 
historical  occasions  by  Napoleon  and  his  immediate 
entourage  (No.  1).  Other  Parisian  jewellers  such  as 
Jean-Louis  Lcferre  and  Mathias  Roger  were  known 
only  tor  their  gold  settings  for  jewels,  hence  their 
name  ganiissenrs.  In  addition  to  Marguerite,  already 
mentioned,  the  principal  working  jeweller  under  the 
First  Empire  bore  the  name,  celebrated  even  then,  of 
Nitot.  He  had  achieved  this  unrivalled  position  because 
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Jewellery  under  the  First  Empire 


Right. 

1.  Emblem  in 
diamonds  of  the 
Couronne  de  Fer 
worn  by  Eugene 
de  Beauharnais, 
Viceroy  of  Italy. 
Mtisee  de  la  Legion 
d'Honneitr,  Paris. 

2.  Print  of  the  shop- 
front  of  the  jeweller 
Nitot,  place  du 
Carrousel,  Paris. 
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of  his  dealings  with  Josephine  who  granted  him 
the  much-envied  title  of  joailler  bijouticr  de  s.  M. 
l'lmperatrice  ct  Reine'.  Working  with  him  was  his 
son  and  another  goldsmith,  Nicolas-Toussaint 
Bingant.  On  his  acceptance  as  a  master  goldsmith  in 
178311c  had  established  himself  in  the  rue  Saint-Honorc 
but  subsequently  moved  near  to  the  imperial  palace  of 
the  Tuileries  on  the  place  du  Carrousel.  An  illustration 
ot  his  elegant  shop-front  is  preserved  in  a  coloured 
plate  of  the  period  in  'Collection  des  Maisons  de 
Commerce  de  Paris  les  mieux  decorecs'(No.2).  At  the 
time  of  Josephine's  unexpected  death  in  1814  Nitot  et 
fils  was  one  of  her  creditors  to  the  amount  of  seventy- 
three  thousand  seven  hundred  and  twenty-two  francs 
which  comprised  jewels  supplied  for  the  year  1812 
alone.8 
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The  greatest  claim  to  fame  of  the  firm  of  Nitot.  g 
rests  in  having  executed  in  18 12  the  new  settings  for; 
the  Tresor  de  la  Couronne,  re-designed  at  the  exDressjj^ 
wish  of  Napoleon.  The  Emperor's  order  on  23  Novem-! 
ber  1 8 1 1  runs  as  follows:  'There  must  be  a  decree  to 
combine  with  the  Crown  property  some  diamonds  in 
my  possession.  I  have  acquired  six  million  worth  since 
my  marriage  and  I  already  owned  a  certain  number. 
The  inventory  of  the  diamonds  stating  their  value,  a 
description  and  even  the  design  of  the  settings  to  en- 
able them  to  be  recognised  will  have  to  be  placed  in  the| 
archives  of  the  Senate'.9  The  inventory  thus  established 
was  a  model  of  order  and  precision;  all  the  folio 
registers  were  drawn  up  in  duplicate  and  bound  in[ 
red  leather  stamped  in  gold.10  'L'Inventaire  general 
des  Diamans,  Perles  et  Pierres  Precieuses  de  la  Cour- 
onne, annees  181 1,  181 2,  1813'  revealed  jewels  worth 
a  total  of  fourteen  million  three  hundred  and  ninety- 
three  thousand  eight  hundred  and  eighty-one  francs, 
not  counting  the  twenty-four  cameos  included  in  the 
collections  of  the  Bibliothequc  Imperiale.  In  these 
astonishing  registers  the  famous  diamond  known  as  1 
the  Regent  was  alone  worth  six  million.  Records 
show  that  it  was  used  up  to  181 1  to  decorate  the  golden 
scabbard  of  the  sword  made  by  Nitot  pcrc  and  the 
sword-maker  Boutet  for  the  'petit  costume'  of 
Napoleon,  worn  for  Ins  coronation  of  1804  at  Notre 
Dame,  Paris. 

While  on  the  subject  of  the  coronation  it  is  im- 
possible not  to  mention  the  crown  of  laurel  leaves  in 
gold,  in  the  Roman  style,  from  a  design  by  the 
miniaturist  Isabey,  so  admirable  in  its  simplicity  that 
Napoleon  wore  it  on  that  memorable  occasion  (No.  4). 
It  was  the  work  of  the  famous  Biennais  who  had  exe- 
cuted it  for  eight  thousand  gold  francs.  A  few  weeks 
before  the  ceremony  of  2  December  1804  the  Emperor; 
consented   to  try  on   the   crown.   'Beautiful,  but! 
heavy  .  .  .',  he  said  to  Ins  favourite  goldsmith,  who 
immediately  replied  'It  is  the  weight  of  all  the  vic- 
tories, Sire.  So  many  leaves  are  needed  to  com-! 
mcmorate  them  all'.  'Then  forget  some  of  them  as  1 1 
would  not  be  able  to  move  my  head  under  their  1 
weight'.  And  this  was  the  reason  that  Biennais  returned* 
home  to  lighten  the  crown  by  removing  six  leaves  of 
gold  winch  were  later  given  as  a  souvenir  to  the  six 
daughters  of  the  patient  goldsmith.  Although  the 
crown  itself  has  unfortunately  disappeared,  two  ot  the 
leaves  which  were  removed  are,  happily,  still  in 
France  and  one  of  them  re-appeared,  rather  too  un- 
obtrusively, in  a  public  and  anonymous  sale.  Sic 
transit  gloria  mundi. 

As  for  the  jewels  worn  by  the  Empresses  during 
Napoleon's  reign  -  these  were  dispersed,  particularly 
at  the  end  of  the  nineteenth  century.  Two  of  them, 
how  ever,  were  returned  to  the  Louvre  in  1973,  thanks 
to  the  generous  bequest  of  a  Parisian  collector.  They  1 
are  a  pair  of  wonderful  bracelets  which  were  part  of  a 
set  of  Eastern  rubies  and  diamonds  supplied  in  181 1  by  \ 
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Nitot  et  his  for  Marie-Louise  and  finally  re-designed 
(slightly)  m  t8i6  by  die  jeweller  to  the  Crown,  Paul- 
Nicolas  Meniere  and  his  son-in-law  Evrard  Bapst  for 
the  use  of  the  duchesse  d'Angouleme,  niece  of  Louis 
xvih  (colour  c).1 1 

Another  survivor  of  the  ancient  Tresor  de  la  Couronne 
of  France  was  the  necklace  of  thirty  huge  diamonds 
given  by  Napoleon  to  Marie-Louise  on  the  birth  of 
their  son,  the  Roi  de  Rome  (No.  6).  This  magnificent 
necklace  is  in  fact  one  of  the  pieces  of  a  large  set  com- 
prising a  crown,  diadem,  comb,  belt  and  a  pair  of 
bracelets.  Delivered  in  June  1811,  once  more  by 
Eticnne  Nitot  and  his  son,  for  the  trifling  sum  of  three 
hundred  and  seventy-six  thousand  two  hundred  and 
seventy-five  francs,  it  was  mentioned  in  the  Empress' 
will  before  passing  by  inheritance  to  her  sister-in-law 
Sophie,  Archduchess  of  Austria.  It  seems  that  the 
Archduchess  took  it  upon  herself  to  have  two  dia- 
monds removed  to  make  earrings,  which  accounts 
for  the  number  of  twenty-eight  diamonds  when  it  was 

3.  D.  Saint. 

The  Empress  Josephine  wearing 
a  set  of  real  pearls,  miniature. 
Mnsee  de  Malmaison. 

Colour. 

a.  A  spray  of  laurel  mounted  in  gold  and  silver, 
composed  of  twenty-two  diamond 
and  set  with  Burma  rubies.  Formerly 
belonging  to  the  Empress  Josephine, 
it  is  fitted  in  its  original  leather  case 
emblazoned  with  the  Imperial  cypher, 
and  stamped  with  the  supplier's  name: 
Ouizille  Lemoine,  7  rue  Duphot,  Paris. 
Paris,  1804-1809.  Length:  6|  inches.  Wartski. 
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offered  in  1962  by  Mrs.  Marjorie  Merriweather  Post  to 
the  Smithsonian  Institution  in  Washington.12 

Still  on  the  subject  of  this  extraordinary  set  of 
diamonds,  Marie-Louise  took  the  trouble  to  dictate 
and  sign  a  letter  to  Ballouhey,  her  faithful  secretary  of 
the  household,  on  25  September  181 3  at  the  Chateau  de 
Saint-Cloud:  '.  .  .  On  15  August  1813  a  stone  from  the 
rows  of  Diamonds  of  the  Crown  in  my  head-dress 
became  loose  and  was  lost  in  the  Grands  Appartcmens 
des  Tuileries' ,13  This  little  accident,  so  carefully  noted, 
happened  on  the  day  of  the  official  fete  of  the  Emperor. 
It  is  a  good  indication  of  the  vigilance  of  the  officials 
in  charge  of  the  Tresor. 

Mention  must  next  be  made  of  the  most  informative 
document  in  existence  concerning  this  period  in 
France:  the  inventory  drawn  up  in  18 14  after  the) 
disappearance  from  the  scene  of  the  Empress  Josephine.! 
The  pages  listing  the  jewels  amassed  throughout  some 
twenty  years  by  the  woman  famed  for  her  extreme 
elegance  and  eclectic  tastes  are  indeed  staggering  to 
read.  The  one  hundred  and  twenty-nine  items  describe 
a  dazzling  treasure,  the  enormous  variety  of  which  is 
explained  by  the  perpetual  changes  in  fashion  as  well 
as  by  Josephine's  own  love  of  novelty  and  originality. 
Jewels  given  to  her  or  just  bought  by  her  were  soon 
replaced  by  others  more  up-to-date,  as  was  the  case  of 
the  robes  and  laces  of  the  Empress.  Hence  the  un- 
believable number  of  cases  at  Malmaison  containing  at 
least  fifteen  sets  of  jewellery  each  in  a  variety  of 
precious  stones  (rubies  from  the  East,  emeralds,  opals, 
sappbires,  rubies  from  Brazil,  turquoises,  mosaics, 
corals,  dendritic  agates,  cornelians,  nicolo,  malachites, 
jet,  and  cameos)  not  forgetting,  of  course,  the  ten 
necklaces  of  real  pearls,  one  with  three  rows  worth 
fifty-four  thousand  francs,  another  of  thirty-five  large 
black  pearls  and  two  more  of  real  pearls  and  beads  of 
gold  alternately.  In  this  wonderful  collection  there  was.i 
naturally  a  large  number  of  single  pieces  of  jewellery 
such  as  rings,  bracelets,  pendants  and  earrings  as  well1 
as  boxes  worked  in  gold  or  rare  materials  (one  such 
bore  on  the  cover  the  letter 'j'  for  the  Empress  in  opals, 
which  must  have  been  magnificent).  According  to  this, 
inventory  of  18 14  the  general  estimate  of  the  value  of 
Josephines'  personal  jewels  was  one  million  seven 
hundred  and  ninety  thousand  five  hundred  and  thirty- 
one  francs  which  included  the  superb  necklace  of 
twenty-seven  diamonds  worth  five  hundred  and 
forty-one  thousand  francs  inherited  by  Queen  Hortcnse 
and  sold  by  her  to  Tsar  Alexander  1  of  Russia.14 

The  history  of  jewellery  of  this  period  would  be 
incomplete  without  a  reference  to  the  snuff-boxes  or 
sweet-meat  boxes  favoured  by  both  aristocracy  and' 
haute  bourgeoisie.  Although  they  were  indeed  in  regu- 
lar use  they  served  also  to  carry  messages  of  love  and 
fidelity  on  their  covers  ornamented  with  portraits  or 
with  allegories  variously  designed  in  miniature,  cameo, 
print  or  even  engraved  or  sculptured  in  bas-relief. 
Some  of  these  boxes  are  of  quite  elegant  design  to 
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6.  Necklace  in  diamonds  belonging  to  the 
Empress  Marie-Louise  by  et  fils  Nitot,  1811. 
Smithsonian  Institution,  Washington. 


please  the  recipient  whereas  others  are  more  simply, 
even  naively  decorated.  There  is  a  charming  miniature 
by  Delaplace  of  the  duchesse  d'Istrie,  wife  of  Marcchal 
Bessicres,  painted  with  her  son,  ornamenting  the  lid 
of  a  snuff  box  in  shell  with  gold  in-lay,  which  was 
executed  by  the  Parisian  goldsmith  Pierre-Andre 
Montauban  (No.  7). 15 
-  In  accordance  with  his  customary  simplicity  in 


taste  Napoleon  'never  wore  jewels;  he  carried  in  his 
pockets  no  purse  or  money,  only  his  handkerchief, 
snuff-box  and  swect-mcat  box'.16  The  last  was  of 
shell  and  held  liquorice.17  But,  on  the  other  hand, 
many  were  the  valuable  golden  snuff-boxes  made  by 
the  Nitots  and  Marguerite  which  the  Emperor  bes- 
towed as  diplomatic  gifts  on  foreign  princes  or 
ambassadors  (No.  9).  This  is  how  five  of  the  Italian 
Cardinals  who  accompanied  Pope  Pius  vn  to  Napoleon's 
coronation  acquired  'five  snuff-boxes  decorated  with 
the  portrait  of  His  Majesty  and  surrounded  by  dia- 
monds', which  cost  the  Treasury  one  hundred  and 
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.  Snuff-box  in  shell  and  gold  by 
'.-A.  Montauban  with  a  portrait  of 
leduchesse  d'Istrie  by  Dclaplace,  c.  1805. 
ouvrc. 


Drty  eight  thousand,  three  hundred  and  fifty  francs.18 
'he  heads  of  Napoleon  were  by  Augustin  and  by 
;abey,  rightly  famous  for  his  talents  as  a  miniaturist, 
nd  were  used  again  for  this  purpose  until  the  fall  of 
ie  Empire.  But  documents  or  August  1807  disclose 
lat  the  Emperor  was  far  from  appreciative  of  his 
ortraits  mounted  on  boxes:  'His  Majesty  was  very 
ispleased  with  the  portraits  by  M.  Isabey  and  wishes 
tiother  painter  to  be  employed'.19  Fortunately 
;abey  remained  in  his  official  post.  He  was  able, 
lerefore,  to  develop  his  reputation  and  continue  to 
ontribute  to  the  vitality  of  Napoleonic  jewellery. 

"ranslation  by  Margaret  Adams 
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8.  Sweet-meat  box  in 
gold  by  Marguerite 
with  portraits  of  the 
Imperial  Family  by 
Isabey,  c.  1805. 
Musee  de  Malmaison. 

9.  Snuff-box  in  gold 
with  Napoleon's 
cypher  in  diamonds 
by  Nitot  and 
Vachette,  c.  1809. 
Private  Collection. 
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EMPIRE  FURNITURE 
I N  BOIS  INDICxENES' 

Denise  Ledoax  Lebard 


The  immediate  consequence  of  the  Continental  System  introduced  by  Napoleon  in  1806 
in  the  hope  of  restraining  England  and  isolating  her  from  Europe  was  to  deprive  certain 
industries  of  essential  raw  materials. 


Cabinet-making  was  one  of  the  industries  most 
affected  by  the  blockade  since  furniture  of  the 
time  was  almost  exclusively  made  of  mahog- 
any from  America  and  Santo  Domingo.  The  blockade 
deprived  French  industry  of  the  opportunity  to  export. 
Parisian-made  furniture  was,  therefore,  much  sought- 
after,  particularly  in  England.  Francois-Honore- 
Gcorgcs  Jacob-Uesmalter  had  already  intimated  in  a 
letter  to  the  Convention  on  31  October  1794  that  he 
had  made  'a  large  quantity  of  the  valuable  furniture 
which  the  Government  intended  for  export'.  And  in 
1808  on  requesting  a  loan  as  a  result  of  a  slump  in 
business  he  disclosed  that  exports  accounted  for  one 
third  of  his  sales. 

This  decision,  therefore,  resulted  in  considerable  loss 
of  trade  and  halted  the  strong  revival  started  during 
the  Directoire.  It  had  nevertheless  some  beneficial 
effects:  the  shortage  of  woods  from  abroad  and  their 
prohibitive  cost  forced  craftsmen  to  find  the  means  of 
using  the  wealth  of  timber  from  French  forests  and 
consequently  to  change  their  methods. 

Napoleon  had  not  waited  until  1806  to  attempt  to 
replace  foreign  by  French  woods.  In  1800  Landon  had 
campaigned  in  Lcs  Annales  du  Musie  against  the  use  of 
mahogany  as  being  too  expensive  and  controlled  by 
the  English.  At  the  1802  exhibition  of  products  of 
French  Industry  in  order  to  encourage  the  ibinistes  to 
use  indigenous  woods  the  First  Consul  promised 
rewards  for  new  ideas. 

One  of  the  first  to  substitute  elm  {I'orme  galleux)  for 
woods  from  the  American  continent  was  an  ebeniste 
from  Chateauroux,  Baudon-Goubaut.  Under  the 
auspices  of  the  Jacob  brothers  he  showed  at  this  exhibi- 
tion an  item  in  figured  elm.  It  aroused  the  interest  of 
the  judges  and  'proved  that  this  wood  could  at  least  in 
part  replace  foreign  woods  for  the  finest  of  furniture 
and  marquetry'.  As  an  incentive  the  Garde-Meuble 
placed  an  order  with  him  for  four  pieces.  Baudon- 
Goubart  requested  and  was  granted  permission  to  dis- 
play them  at  the  next  exhibition  which  was  to  be  held 
in  1806.  This  furniture,  intended  for  the  Galcrie  de 
Diane  at  Saint-Cloud  was  delivered  in  1808  to  the 
Chateau  de  Compiegne.  It  consisted  of  a  large  book- 


case with  a  projecting  base  (three  thousand  francs),  a| 
secretaire  a  cylindre  (fifteen  hundred  francs),  a  bow-j 
fronted  dressing-table  with  columns,  a  swing  mirror 
and  marble  top  (twelve  hundred  francs),  and  a  bedside 
table  on  a  pedestal  with  doors  and  marble  on  the' 
interior  and  exterior  (three  hundred  francs). 

The  experiments  of  Baudon-Goubaut  were  praised 
by  the  judges  of  the  arts  of  the  Departement  de: 
l'lndre  who  stated  that  Monsieur  Goubaut  'has  dis- 
covered the  way  to  give  elm  a  fine  polish  and  so  to  cut  1 
the  wood  as  to  arrange  the  knots  and  twists  ...  to 
achieve  decorative  effects  which  make  it  the  equal  of 
any  of  the  most  valuable  woods  from  abroad'.  The 
advantage  of  this  wood  was  that  it  was  abundant  in  the 
region  at  a  moderate  price. 

The  ebeniste  Charles-Marin  Burette  also  took  part  in 
these  exhibitions.  In  1802  he  won  a  second  medal  'for 
various  items  of  furniture  in  figured  elm'  and  in  1806 
the  reward  of  a  silver  medal  for  executing  'with 
remarkable  precision  several  pieces  in  figured  elm'. 
The  judges  found  in  them  'a  talent  for  cabinet-making 
of  the  highest  order'.  This  distinction  was  recognised 
by  the  Emperor,  and  the  Garde-Meuble  acquired  a 
gaming  table  for  boiiillotte  and  tea-tables  on  a  triangular 
base  in  elm  with  a  border  of  mahogany  and  on  a 
pedestal  of  wood  and  bronze  (two  hundred  and  forty 
francs).  At  this  exhibition  of  1806  a  famous  ebeniste  and' 
maker  to  the  Mobilier  Royal  also  distinguished  himself: 
Francois-Ignacc  Papst,  who  competed  by  entering  a 
piece  of  furniture  in  indigenous  wood  which  cost  him 
nine  thousand  francs.  This  was  'a  magnificent  and 
valuable  bureau  a  cylindre'. 

Martin-Eloy  Lignereux,an  associate  of  Daguerre  the 
famous  marchand-tnercier  and  goldsmith  of  the  reign  of 
Louis  xvi,  and  his  successor  in  1793,  made  and  sold 
furniture  after  the  designs  of  Percier  and  Fontaine  and 
continued  to  work  until  1804.  Under  the  Consulat  he 
was  in  competition  with  the  Jacob  brothers.  These  two 
firms,  the  most  important  in  Paris,  also  used  French 
timber.  The  newspaper  Le  Moniteur  Universe],  re- 
cording the  visit  paid  on  5  April  1803  by  the  Minister' 
of  the  Interior  to  the  workshops  of  the  Jacob  brothers, 
gives  a  list  of  the  native  woods  used:  'maple,  apple, 
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acacia,  beech,  oak,  walnut,  lime,  pear,  elm  root,  box'. 
A  few  years  later  the  number  of  woods  had  increased 
and  to  these  should  be  added:  pink  veined  ash,  mottled 
plane  and  for  simple  pieces,  bright  yellow  poplar,  olive, 
lemon,  and  yew  root  for  sumptuous  pieces.  But  it  was 
elm  ornamented  with  gilt  bronze  which  was  most 
frequently  found  in  fine  furniture. 

Although  furniture  in  hois  dairs  was  rare  under  the 
Consulat  it  should  be  noted  both  for  the  quality  of  the 
wood  and  for  the  quality  of  the  bronze  ornamentation, 
such  as  the  four  console-tables  intended,  at  the  time  of 
the  installation  of  the  Consuls  at  the  Palais  de  Samt- 
Cloud,  for  the  salon  de  reception  of  Madame  Bonaparte 
(No.  i).  The  administrator  Pfister  in  charge  of  the 
furnishing  of  this  palace  bought  the  furniture  from  the 
Jacob  brothers,  Ligncreux,  Molitor  and  Vassou.  As 
these  console-tables  arc  not  stamped  they  cannot  be 
attributed  to  any  one  person  but  arc  of  a  model  closely 
resembling  a  console-table  preserved  in  the  museum  of 
Budapest  which  bears  the  stamp  of  Ligncreux. 

There  is  a  fine  set  of  the  same  period  by  Jean- 
Guillaume  Beneman  in  elm-wood  oyster  which  con- 
sists of  a  secretaire,  a  pair  of  commodes  and  a  console 
table  with  supporting  terminals  in  the  shape  of  busts 
and  feet  of  women  (No.  2).  This  ebeniste,  who  replaced 
Riesener  as  maker  to  the  royal  household  at  the  end  of 
the reignof  Louis  xvi, continued  to  securecommissions 
from  the  Garde-Meuble  and  then  succeeded  in  reviv- 
ing his  workshop  under  the  Directoire.  In  1798, 
according  to  the  accounts  of  the  merchant  Collignon. 
Beneman  supplied  him  with  high  quality  furniture  111 
mahogany. 

After  1806  when  the  blockade  became  effective  and 
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3.  Small  console 
executed  in  plane 
by  F.  H.  G. 
Jacob-Desmal  ter 
tor  the  Palace  of 
Compiegne  in  1809. 
Musee  de  Compiegne. 


timber  from  abroad  no  longer  readied  France,  crafts- 
men still  used  their  reserves.  But  in  the  course  of  years 
stocks  dwindled  and  towards  the  end  of  the  Empire, 
from  181 1  to  be  precise,  almost  all  officially  com- 
missioned items  were  made  in  indigenous  wood.  In 
1 8 10  the  Societe  d'Encouragement  a  l'lndustrie 
founded  a  prize  for  the  manufacture  of  a  piece  of  furni- 
ture entirely  in  native  wood.  Burette  won  part  of  the 
prize  for  'a  secretaire  in  dwarf  elm'.  Henceforward 
French  woods  began  to  compete  with  mahogany. 
Official  commissions  stipulated  that  these  woods  be 
used  as  much  as  possible  as  Napoleon  had  forbidden 
the  use  of  mahogany. 

From  that  time  furniture  in  bois  clairs  was  placed 
alongside  mahogany  -  the  presence  of  contrasting 
woods  did  not  seem  to  worry  Napoleon  -  whether  it 
was  in  the  library  at  Compiegne,  the  apartment  of  the 
Empress  at  the  Grand  Trianon  or  at  the  Tuileries. 
Different  woods  were  often  mixed  even  in  important 
pieces  such  as  the  three  jewel-cabinets  of  the  Empress 
in  her  room  at  the  Palais  des  Tuileries.  A  letter  from 
the  comtcsse  de  Montcsquiou,  governess  to  the  royal 
children,  written  at  Saint-Cloud  on  28  October  1811  to 
Desmazis,  administrator  of  the  Mobilier  de  la  Cour- 
onne,  confirms  this:  'Monsieur,  I  have  received  the 
letter  you  wrote  to  me  on  the  26th  of  this  month.  As 
the  new  piece  of  furniture  which  I  ordered  was 
designed  to  pair  with  one  already  completed  for  me  I 
would  have  liked  it  of  the  same  wood  (mahogany) ;  but 
as  this  is  contrary  to  the  Emperor's  orders  I  am  not 
unwilling  to  have  it  made  in  elm  .  .  .'.  To  match  the 


new  with  old  pieces  some  ebenistes  disguised  the  wooc 
P.  B.  Marcion,  who  made  furniture  for  the  dinin 
room  of  the  Petit  Trianon  in  18 12  produced  'fou 
console-tables  with  brackets  in  French  wood  in  imij 
ation  of  mahogany'. 

Plane  was  generally  reserved  for  simple  pieces.  O 
28  October  1809  Jacob-Desmalter  delivered  to  th 
Palais  de  Compiegne,  for  the  bathroom  of  th 
Emperor's  private  apartments,  'two  bow-fronte 
console-tables  in  plane,  supported  by  two  columns  a 
the  front  and  two  pilasters  at  the  back'  (No.  3).  Thes 
apartments  were  also  furnished  with  seats  in  plane.  I 
1 8 10,  for  the  Emperor's  dressing  room  at  the  Gran 
Trianon,  he  delivered  a  similar  article:  'a  small  semi 
circular  table  like  a  console-table  in  plane  with  I 
marble  top,  costing  125  francs'.  On  1  October  1811  hj 
supplied  for  the  Pavilion  des  Enfants  de  France  at  th 
Tuileries  a  set  of  furniture  in  plane:  'a  bureau  wit' 
three  drawers  with  locks,  each  escutcheon  ornamente 
with  a  lyre  and  two  griffins  in  bronze,  with  fou 
drawers  at  each  side  .  .  .  with  pigeon-holes,  in  sande> 
and  polished  wood  of  mahogany  colour  for  2,40 
trancs.  Also  two  skeleton  bookcases  and  a  desk'.  Fo 
the  use  of  the  Empress  at  Saint-Cloud  in  181 3  the  sam 
ibeniste  made  'an  oval  dining  table  in  plane  on  turne 
legs'. 

Elm,  which  harmonises  well  with  gilt  bronze,  wa 
also  used  for  more  costly  pieces.  Jacob-Desmalter  wa 
the  maker  of  a  remarkable  two-sided  consoi 
described  in  the  inventory  of  the  Palais  de  l'Elysee  i. 
18133s  being  of 'veneered  alder- wood  [en  bois  d'auln 


284 


Empire  Furniture  in  'bois  indigenes 


5.  Document  cabinet 
by  F.  H.  G. 
Jacob-Desmalter 
in  figured  elm 
decorated  in  gilt 
bronze,  with  red 
and  brown  Italian 
marbled  top, 
made  in  1 813  for 
Napoleon's  private 
study  in  the 
Grand  Trianon. 
Musee  de  Versailles, 
Grand  Trianon. 


6.  Large  bureau-plat 
in  veneered  elm 
made  in  18' 1  for 
Napoleon's  library 
at  Compiegne. 
Mush'  de  Compiegne. 


plaque]',  but  it  is  in  fact  of  elm.  It  had  at  that  time  a  very 
valuable  top  in  ancient  mosaics  from  Herculaneum 
and,  when  it  was  removed  from  the  Elysee  in  18 16, 
was  considered  to  be  worth  the  huge  sum  of  twenty- 
five  thousand  francs  (No.  4).  For  the  Grand  Trianon 
the  Garde-Meuble  commissioned  from  Jacob,  also  in 
elm,  the  shelving  on  which  to  display  the  models  of 
boats  exhibited  in  the  gallery  in  18 12,  and  the  two 
cabinets  made  for  the  Emperor's  study  the  follow- 
ing year  (No.  5).  In  1811,  for  the  Palais  de  Saint- 


Cloud,  the  boat-shaped  cradle  for  the  Roi  de  Rome  was 
also  ordered  in  elm  to  be  decorated  with  gilt  bronze, 
together  with  a  piquet  table  for  the  Empress  in  1812. 
But,  although  Jacob-Desmalter  was  the  principal 
maker  for  the  Garde-Meuble  Imperial,  he  was  not  the 
only  one.  La  Veuve  Gauthier,  who  was  in  charge  of 
the  maintenance  of  the  furnishings  of  the  Palais  des 
Tuileries,  supplied  in  181 1  for  the  Emperor's  library  at 
the  Palais  de  Compiegne  'a  bureau  plat,  veneered  in 
elm,  of  great  beauty'  (No.  6). 


empire  turmture  in  oois  indigenes 


7.  Lady's 
dressing  tabic 
in  ash, 

bought  in  1809 
for  the  Empress' 
bedroom  in  the 
Grand  Trianon. 
Music  de  Versailles, 
Grand  Trianon. 


8.  Chcval  glass 
in  ash,  delivered 
to  the  Tuileries  in 
181 1  by  Maigrct, 
and  removed  to 
the  Grand  Trianon 
at  Versailles  by 
King  Louis  Philippe. 
Musee  de  I  'ersailles, 
Grand  Trianon. 


Alongside  furniture  in  elm  were  often  pieces  in  ash. 
The  well-known  dealer  A.  T.  Baudouin  delivered  in 
I  )ecember  1 809  for  the  bedchamber  of  the  Empress  at 
the  Grand  Trianon  'a  dressing-table  in  ash  with 
columns  and  a  circular  mirror'  for  nine  hundred 
francs  (No.  7).  (Two  branched  candlesticks  made  by 
Thomirc  were  added  in  die  reign  of  Louis-Philippe 
and  rather  spoil  this  pretty  Empire  piece).  To  mount 
some  embroidery  worked  by  the  Empress  Marie- 
Louise,  Jacob-Dcsmaltcr  supplied  for  the  Palais  des 
Tuileries  in  181 1,  a  fire-screen  in  ash  root,  very  richly 
ornamented  with  chased  and  gilt  bronze,  the  frame 
and  supporting  columns  in  bronze  (costing  three 
thousand,  four  hundred  and  fifty  francs).  The  follow- 
ing year  he  made  two  skeleton  bookcases  in  indigen- 
ous wood  for  her  private  apartments. 


As  for  the  Pavilion  de  Marson,  reserved  for  the  royal 
children,  all  the  furnishing  between  181 1  and  1814  was 
supplied  mainly  by  Maigrct,  tapissier  and  ehenistc  (Nos. 
8  and  9)  and  by  Jacob-Desmalter,  entirely  in  elm,1ish 
and  plane.  In  addition  the  Chateau  de  Mcudon, 
destined  for  the  Roi  de  Rome,  was  similarly  furnished 
by  Maigrct  and  the  ebeniste  Bellange. 

Some  of  the  furnishings  of  Bagatelle,  renamed 
Pavilion  de  Hollande  after  1811,  came  from  the  Palais 
du  Roi  d'Espagne  (formerly  l'Hotel  Marbeut),  but  in 
addition  several  pieces  were  ordered  from  P.  B. 
Marcion,  for  example  a  commode  and  dressing-table 
in  elm  for  the  bedchamber  of  the  Empress.  The 
Pavilion  de  Monccau  was  furnished  in  181 1  in  lemon 
wood  by  the  tapissier  Darrac  who  supplied  for  the 
principal  salon  '8  gondola-chairs  in  lemon  wood  inlaid 
with  violet-wood'  (No.  10),  together  with  four 
console-tables  in  the  same  wood  by  P.  B.  Marcion. 

The  root  of  yew  was  generally  used  for  small  articles 
such  as  necessaires  and  inkstands  but  on  occasion  for 
more  sumptuous  pieces.  Jacob-Desmalter  made  'two 
jewel-cabinets  very  richly  appointed  to  stand  on  either 
side  of  the  large  jewel-cabinet  in  the  bedchamber.  The 
pieces  are  in  indigenous  wood  such  as  yew  root,  pear 
and  maple'.  They  were  designed  as  an  accompaniment 
to  the  large  jewel-cabinet,  delivered  in  1809,  of  mahog- 
any, violet-wood  and  yew. 

It  was  Jacob  too,  who,  in  1810  made  for  the  Empress 
Marie-Louise  for  the  Tuileries  an  inkstand  in  yew  root 
and  a  drawing-table  of  the  same  wood  with  x-shaped 
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9.  Secretaire  in  ash 
forming  part 

of  a  suite  made 
by  Maigret  in 
1 8 1 1  for  the 
King  of  Rome's 
apartment  in 
the  Tuileries. 
Musee  de  I  'ersailles. 

10.  Chair  in  lemon 
and  violet-wood, 
delivered  by  the 
upholsterer  Darrac 
for  the  Pavilion 

de  Monccau  in  181 1. 
Musce  ile  I  'ersailles. 


11.  Work  table 
in  figured  elm 
decorated  with 
gilt  bronze. 
Formerly  in  the 
R.  Imbert  collection. 


m 


feet  of  iron  lacquered  in  blue.  This  model  for  small 
tables  chosen  by  the  Empress  for  her  drawing-tables, 
work-tables,  pouch-table  and  her  so-called  letter-box 
table  was  adopted  by  Bellange  and  other  ebenistes 
(No.  11).  Similar  backgammon  and  piquet  tables  were 
supplied  by  several  ebenistes,  of  which  one  in  elm  was 
in  the  boudoir  of  the  Empress  at  the  Palais  de  Saint- 
Cloud. 

Biennais  the  famous  tableticr  frequently  used  roots  of 
woods  for  his  necessaires  decorated  in  silver,  for  his  ink- 
stands inlaid  with  beaten  and  engraved  silver  or  for  a 
writing-desk  which  he  ornamented  with  polished 
steel  and  which  was  worth  thirteen  thousand  francs  in 
1812.  A  paper-holder  made  in  1810  with  each  end 
shaped  as  an  antique  shield  and  with  drawers  was  also 
executed  in  root  wood. 


Thomire,  a  specialist  in  bronze,  made  high  quality 
furniture  in  roots  of  woods  in  return  for  loans  he  was 
obliged  to  beg  from  the  state  as  his  business  was  always 
in  financial  trouble. 

From  records  of  commissions  granted  in  1 8 1 1  by  the 
government  to  assist  the  Parisian  ebenistes  who  were 
most  affected  by  the  economic  crisis,  the  same  concern 
to  make  use  of  French  wood  is  apparent.  Among 
numerous  orders,  often  to  less  important  craftsmen, 
are  those  to  an  ebeniste  named  Perrod  for  gentlemen's 
circular  dressing-tables  in  ash  (Mobilier  National)  and 
to  the  cabinet-maker  who,  advertised  as  a  carver  and 
joiner,  was  asked  for  chairs  in  elm  in  181 1.  The  furni- 
ture ordered  by  the  Emperor  was  only  delivered  on 
22  Novemeber  18 14  to  Louis  xvm.  The  ebeniste  had 
merely  altered  the  carving  and  inlay  and  substituted 
fleurs  de  lys  for  the  new  client. 

In  spite  of  the  many  experiments  to  which  the 
ebenistes  were  subjected  by  the  government  from  1802 
to  test  their  quality  these  woods  were  still  on  trial 
during  the  whole  of  the  Restoration.  An  item  shown  in 
1 8 1 9  by  J.  J.  Werner  had  to  be  presented  at  three  succes- 
sive exhibitions  to  prove  that  French  woods  were 
indeed  as  durable  and  as  fine  as  woods  from  abroad. 

This  furniture  in  indigenous  woods  ornamented  in 
gilt  bronze  is  among  some  of  the  most  pleasing  crea- 
tions of  the  end  of  the  Empire.  The  quality  of  the 
woods  and  bronze  make  it  more  attractive  than  the 
series  of  imposing  pieces  in  carved  and  gilded  wood 
produced  for  the  state  rooms  of  the  imperial  palaces 
The  efforts  of  the  master  ebenistes  to  make  use  of  new 
woods  of  iridescent  shades  led  to  the  fashion,  which 
was  to  spread  during  the  Restoration,  for  bois  clairs 
with  violet-wood  marquetry. 

Translation  by  Margaret  Adams 


LA  MANUFACTURE  IMPERIALE 
DE  LA  SAVONNERIE 

The  revival  of  carpet  making  under  the  First  Empire 
Madeleine  Jarry 


The  production  of  carpets  at  the  Gobelins  and  Savonnerie  factories  was  interrupted  by  the 
Revolution;  Napoleon,  concerned  to  protect  a  notable  French  industry  and  demonstrate  the 
splendour  of  the  new  era,  took  a  keen  personal  interest  in  the  design  of  new  carpets  for 
Consular  and  Imperial  residences. 


When  Napoleon,  assured  of  his  power  in 
1800,  decided  to  establish  himself  at  the 
Tuilerics  and  Saint-Cloud,  Lecomtc, 
architect  to  the  Consulat,  and  later  Pcrcicr  and  Fontaine 
had  great  difficulty  in  finding  in  the  reserves  of  the 
manufactories  of  the  Gobelins  and  the  Savonnerie  the 
additional  tapestries  and  carpets  necessary  for  the 
furnishing  of  these  palaces.  For  years  the  upheaval  of 
the  Revolution  had  completely  halted  production.  At 
the  Savonnerie  there  were  only  three  carpets  available, 
one  large  and  two  small,  of  the  famous  velvet-pile  type 
favoured  by  Colbert.  'There  would  have  been  many 
more',  declared  Duvivicr,  the  director,  'if,  after  the 
Revolution,  a  large  number  had  not  been  taken  either 
to  furnish  the  headquarters  of  the  Directoirc  and  other 
administrative  buildings,  or  perhaps  had  not  been  sent 
as  presents  to  the  Berbers,  or  else  sold  at  auction  or  used 
to  pay  the  creditors  of  the  Republic'.  Designs  and  car- 
toons had,  for  the  most  part,  disappeared  and  those 
which  remained  were  no  longer  in  the  taste  of  the 
period.  To  harmonise  with  the  furnishings  and 
bronzes  designed  by  David  and  created  by  such  crafts- 
men as  the  Jacob  brothers  or  Thomirc  and  Raviro  a 
new  style  of  carpet  was  essential. 

Napoleon's  unremitting  efforts  to  protect  the  eco- 
nomy of  France  are  well  known.  His  desire  to  improve 
and  increase  production  was  accompanied  by  a  wish 
to  be  surrounded  by  pomp  worthy  of  his  reign.  The 
Emperor  therefore  took  a  personal  interest  in  the 
furnishing  and  redecoration  of  his  palaces. 

Early  in  the  nineteenth  century  carpets  had  become 
an  established  fashion.  They  added  to  the  comfort 
and  appearance  of  a  room.  No  salon,  boudoir,  cabinet 
de  toilette  or  garde  robe  was  complete  without  carpets  or 
moqucttes.  Orders  for  them  were  given  to  private 
manufacturers:  Sallandrouze  de  la  Mornaix  whose 
workshops  were  in  Paris  and  at  Aubusson,  Bellangcr 
who  represented  the  Maison  Piat  Lcfebvrc  ct  Fils  of 
Tournai,  d'Elbee,  director  of  the  manufactory  of 
Beauvais.  The  carpets  of  various  qualities  which  were 
made  in  these  workshops  were  woven  by  two  very 
different  methods.  Some,  in  imitation  of  those  from 


the  imperial  Savonnerie  manufactory,  resemble  thick 
velvet  (like  a  Turkish  carpet  with  knotted  and  clipped 
stitches),  others  called  points  ras  (short  napped)  are 
smooth  and  flat  and  executed  like  tapestry. 

But  the  finest  carpets  were  made  at  the  imperial 
manufactory  of  the  Savonnerie,  first  founded  in  1663 
on  the  quai  de  Chaillot,  Paris.  It  was  managed  by 
Duvivier  who  had  succeeded  his  father  in  1773.  From 
the  20  vendemiaire  in  the  year  13  (12  October  1804)  the 
manufactory  was  under  the  patronage  of  the  Intendant 
general  of  the  Emperor's  household  who  was  at  that 
time  Daru  and  then,  after  18 11,  the  due  de  Cadore.  In 
collaboration  with  the  two  architects  Percier  and 
Fontaine  the  Intendant  general  chose  and  ordered  the 
carpets  for  the  furnishing  of  the  imperial  palaces  which 
Dcsmazis,  as  administrator  of  the  Garde  Meuble, 
controlled. 

In  a  report  dated  February  1805  Duvivier  noted  that 
the  Savonnerie  then  employed  nineteen  workmen 
capable  of  producing  each  year  one  hundred  and  fifteen 
to  one  hundred  and  twenty  squares  metres  of  carpet,  an 
average  of  five  square  metres  per  man  each  day.  The 
manufactory  consisted  on  the  first  floor  of  a  workshop 
lighted  from  south  and  north  with  four  large  looms 
ten  to  eleven  metres  in  size,  and  a  workshop  lighted 
from  west  and  east  of  seven  small  and  medium-sized 
looms.  At  ground  level  there  was  another  workshop 
with  four  looms  in  poor  condition  and  unusable.  In 
1806  Duvivier  decided  to  fix  all  the  wages  at  one  price 
-  two  hundred  francs  per  square  metre.  But  the  Inten- 
dant general,  Daru,  who  kept  a  close  watch  over  the 
accounts  and  inventories,  objected  to  this  unification 
and  ordered  him  to  re-instate  the  old  tariffs:  for  figures 
and  armorial  bearings  -  complicated  subjects  -  two 
hundred  and  ten  to  two  hundred  and  forty  francs  per 
square  metre,  for  flowers  and  ornaments  one  hundred 
and  seventy  to  two  hundred  francs  and  for  plain  back- 
grounds, borders  and  sections  one  hundred  and  thirty 
to  one  hundred  and  sixty  francs.  Not  only  were  carpets 


Colour. 

Savonnerie  carpet,  detail  of  No.  10. 
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oven  there  but  also  leaves  of  folding  screens,  flat 
screens,  bench  seats  and  small  stools. 

It  is  to  the  painter  La  Hamayde  de  Saint  Angc  that 
we  are  indebted  for  most  of  the  sketches  of  carpets  of 
this  period.  Following  the  usual  practice  he  made  the 
dessins  en  petit,  which  today  are  called  maquettes,  and 
from  those  the  full  scale  patterns  were  painted.  Dubois 
was  most  frequently  the  artist  who  executed  these.  In 
1 8 10  Saint  Ange  was  appointed  designer  of  the 
Mobilicr  Imperial.  The  carpets  made  for  the  Palais  des 
Tuileries,  the  Trianon,  Saint-Cloud  or  Compiegne  or 
for  sonic  of  the  imperial  residences  abroad  are  enor- 
mous in  size.  The  decoration  consists  of  emblems  of 
war  -  helmets  and  swords,  breast-plates,  booty,  fasces 
of  lictors  mingled  with  thick  foliage  and  heavy  crowns 
of  laurels  and  oak.  Alongside  these  luxuriously  deco- 
rated pieces  are  other  much  simpler  models  almost 
solely  ornamented  with  cornucopias  and  garlands  of 
roses  and  daisies.  The  colours  are  bright  and  boldly 
mixed:  foliage  is  rich  in  tone  ranging  from  vivid  to 
slightly  coppery  red;  backgrounds  are  white,  pale 
yellow,  buttercup  yellow  or  even  crimson.  Saint  Ange 
did  hot  hestitate  to  put  a  dull  greyish  green  with  an 
emerald  green.  The  style  closely  resembles  that  of  the 
gardens  of  the  period,  and  the  borders  are  reminiscent 
of  paths  lined  with  charming  beds  of  flowers.  These 
borders  also  serve  another  purpose :  they  can  be  added 
or  removed  to  enable  carpets  of  different  sizes  to  be 
made  as  economically  as  possible  and  therefore  easily 
adapted  to  different  rooms. 

On  15  July  1806  the  painter  Barraband  was  com- 
missioned to  create  a  cartoon  for  a  carpet  for  the  Salic 
du  Conseil  of  the  Palais  des  Tuileries.  The  design  is  by 
Pcrcicr,  and  this  carpet,  woven  between  1806  and  1809, 
is  in  three  parts.  The  centre  represents  a  crowned 


eagle  with  outstretched  wings  and  a  collar  inscribed 
with  the  order  of  the  Legion  d'Honneur.  It  is  surround- 
ed by  military  trophies  and  cornucopias.  Each  section 
of  the  carpet  contains  an  'n'  in  the  centre  against  a 
ground  decorated  with  foliage  and  various  emblems, 
forked  lightning  badges  and  imperial  crowns.  When 
the  time  came  to  lay  the  carpet  in  the  Throne  Room  it 
was  discovered  that  the  Imperial  eagle,  the  crown  and 
other  emblems  forming  the  centrepiece  were  facing  in 
the  opposite  direction  to  the  throne.  Bellanger,  the 
owner  of  the  firm  responsible  for  the  maintenance  of 


1 .  Savonnerie  carpet, 
detail,  given  by 
Napoleon  to  the  Kins 
of  Saxony  in  1809,  . 
begun  3  February 
1 807,  completed 
1 3  April  1 809. 
Musee  de  \lalma\son. 


2.  A  further  detail  of  No.  1. 


3.  A  further  detail  of  No.  I. 


■ 


■ 


he  carpets  of  the  Imperial  palaces,  was  then  ordered 
o  have  this  part  cut  off  and  turned  round  to  face  the 
hrone.  On  30  June  18 10  the  carpet,  thus  remade,  was 
lelivered  to  the  Palais  des  Tuilerics.  There  it  remained 
luring  the  beginning  of  the  Restoration  but  with  the 
rrival  of  Louis  xvm  in  1816  it  underwent  some 
hanges.  The  emblems  of  the  Empire  were  removed 
nd  replaced  by  Royal  emblems  woven  from  designs 
•f  the  painter  Dubois.  Another  carpet,  executed  from 
le  cartoon  for  one  of  the  side  pieces,  was  also  woven 
t  the  Savonnerie.  In  1809  it  was  presented  to  the 
ling  of  Saxony  and  is  today  at  Malmaison  (Nos.  1, 
and  3). 

It  w  as  undoubtedly  the  decoration  of  the  'Grand 
Cabinet  de  l'Empereur  aux  Tuilerics'  which  interested 
lapoleon  most.  The  carpet  was  very  carefully  chosen, 
rom  Berlin  Daru  wrote  to  Duvivier  on  23  December 
B07:  'this  carpet  must  be  the  finest  possible  to  harmo- 
ise  with  the  furnishings  of  these  apartments  which 
re  to  be  in  Gobelins  tapestry'.  The  design  en  petit 
lggested  by  Saint  Ange  was  accepted.  Still  in  Berlin, 
'aru  acknowledge  it  on  25  June  1808  and  agreed  that 

fulfilled  all  the  required  conditions.  Saint  Ange  was 


paid  three  hundred  francs  for  it  and  Dubois  was  com- 
missioned to  make  the  full-scale  model.  The  produc- 
tion of  this  huge  carpet,  woven  in  two  parts,  was 
started  on  15  December  1808  and  took  a  long  time. 
The  Emperor  grew  impatient.  It  was  finally  delivered 
on  28  December  18 10.  It  was  considered  a  success  -  an 
opinion  which  the  Emperor  shared.  But  the  cost  was 
thought  to  be  too  high  and,  after  the  report  of  Dcnon 
and  David,  it  was  reduced  to  fifty-four  thousand  five 
hundred  and  ninety-three  francs.  The  carpet  (No.  4) 
is  now  at  the  chateau  of  Compiegne,  The  very  original 
design  was  inspired  by  the  order  of  the  Legion 
d'Honneur:  the  centre  consists  of  a  large  rayonnant 
rosette  between  the  branches  of  which  are  medallions 
representing  emblems  of  the  Cohorts.  In  each  section 
a  female  figure  in  a  helmet  carries  a  lyre  and  a  laurel 
branch  while,  enclosing  the  foliage,  afe  Imperial 
crowns  and  coronets.  The  last  border  was  remade 
under  the  Restoration,  a  fieur  de  lys,  replacing  the 
original  'n',  alternates  with  a  star.  A  fieur  de  lys  has  also 
replaced  the  eagle  on  the  cross  of  the  Legion 
d  Honneur. 

On  21  September  1808  Dcsmazis  wrote  to  Duvivier 


4.  Savonnerie  carpet 
designed  for  the 
Emperor's  Grand 
Cabinet  at  the 
Tuileries, 

11.20  X  9.60  metres. 
Chateau  de  Compiegne. 
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5.  Savonnerie  carpet  wov 
tor  the  Empress'  bedroom 
at  Compiegne. 
Collection  Mobil ier  Xatioiu 
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to  ask  him  to  have  a  carpet  made  for  the  'Chambre  a 
coucher  de  l'Empereur  aux  Tuileries'  (No.  6).  Saint 
Ange  supplied  the  maquette  and  once  again  Dubois 
was  asked  to  execute  the  tull-sized  cartoon  (delivered 
on  20  March  1809).  The  central  motif,  in  an  octagonal 
frame,  represents  a  very  fine  antique  military  trophy. 
With  the  Restoration  of  the  Bourbons  the  carpet 
was  brought  up  to  date  and  fieurs  de  lys  replaced 
certain  decorations  which  were  too  distinctive.  Two 
carpets  on  this  model  were  woven  at  the  Savonnerie 
in  1 8 1 3 .  A  document  records  that  on  the  loom  was  'a 
carpet  similar  to  the  one  in  His  Majesty's  bedchamber 
at  the  Tuileries'.  The  due  de  Cadore,  now  head  of  the 
Intendance,  planned  that  this  carpet  should  be  laid  in 
the  Salle  du  Trone  of  the  chateau  of  Fontainebleau. 

The  birth  of  Napoleon's  longed-for  son,  the  Roi  de 
Rome,  brought  the  necessity  to  prepare  a  personal 
apartment  for  him.  On  the  first  floor  of  the  Tuileries 
architects  designed  the  'Pavilion  des  Enfants  de  France'. 
Daru  intended  to  have  two  carpets  made  at  the  Savon- 
nerie; one  for  the  'Grand  Salon',  the  other  for  the 
Chambre  a  coucher'.  Fontaine  commissioned  the 
maquettes  from  Saint  Ange.  The  cartoons  were 
painted  and  delivered  by  Dubois  in  181 3.  But  the 


Savonnerie  manufactory  was  going  through  a  difficult 
period  and  experiencing  financial  troubles.  The  due  de 
Cadore  asked  Duvivier  to  modify  the  painting  of  the 
cartoons.  Nevertheless  the  carpet  for  the  'Grand  Salon 
du  Pavilion  des  Enfants  de  France'  is  a  particularly 
successful  piece  of  work.  The  centre  consists  of  a  large 
rosette  decorated  with  emblems  of  music  and  the  arts. 
On  each  axis  is  a  large  bunch  of  leaves  from  which 
emerge  two  foliated  scrolls  and  two  cornucopias 
framing  an  eagle  with  outstretched  wings. 

But  the  Savonnerie  did  not  only  work  for  the 
Chateau  des  Tuileries.  Its  work  was  in  demand  for 
other  imperial  palaces.  The  Grand  Trianon  at  Versail- 
les is  largely  furnished  with  carpets  from  the  manu- 
factory of  Sallandrouze  de  la  Mornaix.  For  the 'Cabinet 
particulier',  however,  there  was  a  rug  for  the  Emperor 
'in  the  Savonnerie  style,  orange  in  background  with 
a  design  of  lyres  in  tones  of  grey  on  red'.  Two  such 
carpets  were  in  existence  in  1 8 1 1  in  the  warehouse  of 
the  manufactory. 

In  1 81 1  the  Savonnerie  delivered  a  carpet  for  the 
'Chambre  a  coucher  de  l'lmperatrice  a  Compiegne' 
(No.  5).  In  the  centre,  on  a  white  ground,  is  a  large 
basket  of  flowers  and  at  the  four  corners  the  cypher  of 


6.  Savonnerie  carpet 
woven  for  the 
Emperor's  bedroom 
at  the  Tuileries, 
9.56  X  9.50  metres. 
Collection  Mobilier 
National. 
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7.  Savonnerie  carpet,  detail, 
woven  for  the  Emperor's 
library  at  Compiegne. 
Visages  de  France. 


the  Empress  surmounted  by  the  Imperial  crown.  Two 
years  later  it  was  decided  to  make  a  carpet  for  the 
'Cabinet  Bibliotheque  de  l'Empereur'  in  the  same 
chateau  (Nos.  7  and  8)  (design  by  Saint  Ange  ~nd 
cartoon  by  Dubois  -  estimate  ot  1  March  1813).  This 
ornamentation  is  of  a  new  type  consisting  for  the 
most  part  of  juxtaposed  motifs.  According  to  the 
specification  of  Dubois  it  is  'a  mosaic  of  twenty 
crowns  of  flowers;  in  the  centre  of  each  crown  there 
is  a  cluster  of  flowers  interlaced  with  musical  instru- 
ments'. 

For  the  apartments  of  the  Empress  at  the  Chateau 
de  Saint-Cloud  two  large  carpets  were  made  at  the 
Savonnerie  (No.  9).  We  know  from  a  letter  of  the 
end  of  1810  addressed  by  Daru  to  Duvivier  that  at  the 
time  they  were  considering  a  carpet  for  the  'Grand 
Salon".  The  first  idea,  soon  abandoned,  had  been  to 
use  a  design  which  had  been  created  but  not  executed 
for  the  Emperor's  bedchamber  at  the  Tuilerics.  Daru 
preferred  to  have  a  new  design  and  entrusted  the  task  to 
Fontaine.  Dubois  set  his  suggestions  in  March  1811. 
After  consultation  with  Fontaine  alightstraw-coloured 
ground  was  substituted  for  white.  The  central  rosette, 
which  rests  on  this  ground  strewn  with  stars,  is 
surrounded  by  a  border  of  golden  foliage.  A  large 
border  is  decorated  with  cameos  representing  various  1 
scientific  and  artistic  subjects  alternating  with  tori  of" 
flowers.  The  carpet  was  finished  in  18 13.  A  few  months 
later  a  carpet  was  ordered  for  the  'Chambre  a  coucher 
de  l'lmperatricc  a  Saint  Cloud'  (No.  10  and  colour), 
Saint  Ange  and  Dubois  were  the  designers.  In  the 
centre  is  a  basket  of  flowers  on  a  red  ground,  surround- 
ed by  violet  foliage  and  a  garland  of  flowers  on  a  8 
yellow  ground.  Three  borders  form  a  framework 
around  it.  One  is  of  swans,  torches  and  foliage  on  blue 
the  second  represents  a  garland  of  poppies  and  roses  I 
on  reddish  brown,  and  the  third  is  a  garland  of  laurel 
leaves  on  green.  In  spite  of  the  fall  ot  the  Empire  this 
carpet,  which  did  not  contain  Napoleonic  emblems, 
was  completed.  It  was  delivered  at  the  end  of  1 817  to  : 
the  Garde  Mcuble  Royal. 

With  renewed  inspiration  Saint  Ange  continued  to, 
create  designs  for  carpets  under  Louis  xvm,  Charles  * 
and  Louis  Philippe.  The  influence  ot  the  'style  Saint 
Ange'  spread  throughout  all  the  carpet  manufactories 
ot  Europe  and  persisted  during  the  whole  of  the  nine- 
teenth century. 

Translation  by  Margaret  Adams 


Madeleine  Jarry, 

Inspccteur  Principal  au  Mobilier  National. 


Illustrations.  Nos.  1,  2  and  j :  Laverton ;  No.  4 :  Claude  Basnier ; 
No.  5 :  Studio  Jere ;  Nos.  6,  9,  10  and  colour :  P.  Jalian. 


8.  Detail  of  No.  7. 


La  inamijacturc  Imperiale  de  la  Savonnerie 


9.  Savonnerie  carpet  woven  Below. 

for  the  Grand  Salon  of  the  I0.  Savonnerie  carpet  woven 

Empress  Marie-Louise  at  Saint-Cloud,  for  the  Empress'  bedroom 

10.15  X  7.83  metres.  at  Saint-Cloud. 

Collection  Mobitier  National.  Collection  Mobilier  National. 
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FUKMTl'RK  FOR 
THE  QUEEN  OF  SPAIN 

Jonathan  Bonnie 


The  political  upheavals  of  the  Napoleonic  era  meant  that  furniture,  paintings  and  objects 
often  failed  to  reach  those  for  whom  or  by  whom  they  had  been  commissioned.  In  this  article 
Mr.  Bourne  traces  the  origins  of  one  such  errant  commission. 


i.  Secretaire  by  Pierre 
Etienne  Levasseur 
made  for  the  Queen 
of  Spain  before  1807. 


IN  1788,  King  Charles  in  of  Spain  died  and  was 
succeeded  by  his  inadequate  son,  Charles  iv,  whose 
vapid  looks  were  caught  by  Goya's  merciless 
brush.  At  a  time  when  Spain  was  in  desperate  need  of 
a  strong  and  able  ruler  she  was  provided  with  a  weak, 
inexperienced,  unintelligent  king  who  was  entirely 
under  the  influence  of  his  promiscuous  and  waspish 
wife,  Maria  Luisa,  grand-daughter  of  Elizabeth 
Farnese.  Maria  Luisa  made  Charles  appoint  Manuel 
Godoy,  a  handsome  young  former  guards  officer  who 
was  also  the  Queen's  lover,  first  minister.  Godoy  was 
popular  at  court  but,  as  the  whole  country  knew  of  his 
liaison  with  the  Queen,  his  appointment  and  continu- 
ing popularity  brought  the  monarchy  into  disrepute. 
On  the  execution  of  Louis  xvi,  Spain  declared  war  on 
France,  but,  realising  that  they  were  ill-equipped  to 
fight,  Godoy  soon  arranged  a  treaty,  for  which  he  was 
hailed  as  the  'Prince  of  the  Peace'. 

In  these  troubled  times  Godoy  sought  to  distract 
Maria  Luisa  from  the  cares  and  uncertainties  of  govern- 
ment and,  under  his  guidance,  she  began  to  refurnish 
the  Royal  Palace  in  the  much  favoured  Neo-classical 
style.  Inevitably,  she  looked  to  France. 

Many  of  the  great  names  in  the  world  of  architecture 
and  cabinet-making  under  the  Empire  had  learnt 
their  trades  and  perfected  their  skills  during  the  reign 
of  Louis  xvi,  the  first  phase  of  the  Classical  revival. 
Jean-Demosthene  Dugourc  (c.  1749-18 10),  dessinatcnr 
du  Garde  A4euble  Ae  la  Couronne,  and  Charles  Percier 
(1764-183 8)  and  Pierre  Francois  Leonard  Fontaine 
(1762-1853),  architects  to  the  Emperor,  and  cabinet- 
makers Bernard  Molitor  and  Pierre-Etienne  Levasseur, 
had  all  worked  successfully  in  France  in  the  late  eight- 
eenth century  and  now  extended  their  work  to  patrons 
abroad.  Dugourc  was  one  of  the  first  designers  to  use 
the  grotesque  or  arabesque  style  which  was  to  remain 
popular  throughout  the  Napoleonic  era  and  carried 
out  work  in  Spain,  first  for  Lucien  Bonaparte  in  1801, 
during  his  tenure  of  the  Madrid  embassy,  and  later  at 
the  Royal  Palace.  Percier  and  Fontaine  designed  the 
King  of  Spain's  cabinet,  in  the  most  opulent  Empire 
style,  in  the  Casita  del  Labrador  at  the  Palace  of 
Aranjuez.  They  took  a  great  interest  in  the  whole 
spectrum  of  interior  design  and  felt  that  'furniture  is 


too  much  a  part  of  interior  decoration  for  the  architect 
to  remain  indifferent  to  it'.1 

Sometime  before  1807  Manuel  Godoy  ordered  from 
Levasseur  for  Queen  Maria  Luisa,  a  richly  ornamented 
secretaire  and  matching  commode  (Nos.  1  and  2).  They 
were  the  first  part  of  a  group  of  objects  destined  to 
decorate  rooms  at  the  Royal  Palace  in  Madrid,  and  it  is 
possible  that  a  table  now  in  the  Bayerisches  National 
Museum,  Munich,  given  by  Napoleon  to  the  Crown 
Prince  of  Bavaria  on  the  occasion  of  the  marriage  of 
Stephanie  de  Beauharnais  to  the  future  Grand  Duke  of 
Baden,  was  also  part  of  the  same  suite.2 

Mainly  veneered  in  mahogany  and  burr-yew  wood, 
the  pieces  are  conceived  on  a  very  grand  scale,  and 
inlaid  with  Classical  urns  and  vases  after  the  antique  in 
ebony,  mother-of-pearl,  pewter,  tortoiseshell  and 
hardstones,  carnelian  and  lapis  lazuli,  the  sides  deco- 
rated with  classical  tripods  and  incense  burners.  The 
elaborate  ormolu  mounts  are  in  the  form  of  female 
Classical  heads,  ivy  and  laurel  branches  and  winged 
lions.  The  interior  of  the  secretaire  (No.  3)  is  lined  in 
hois  de  citron,  and  it  has  two  drawers  and  a  hinged  com- 
partment in  the  lower  part  with  a  secret  compartment 
in  the  base.  The  interiors  of  the  doors  of  the  commode 
(No.  4)  are  inlaid  with  quivers,  crossed  arrows  and 
laurel  wreaths,  and  it  contains  four  drawers. 

The  pieces  had  not  yet  been  delivered  to  Madrid  in 
1808  when  French  troops  crossed  the  Pyrenees  into 
Spain,  ostensibly  on  their  way  to  Portugal.  The  Royal 
family  fled  to  Aranjuez,  and  Charles  iv  abdicated  in 
favour  of  his  son,  Ferdinand,  and  both  then  scrabbled 
for  favour  with  Napoleon.  Ferdinand  was  'detained' 
and  persuaded  to  restore  the  crown  to  his  father  who 
was  in  turn  persuaded  to  abdicate  in  favour  of  Napo- 
leon, who  gave  the  Spanish  throne  to  his  brother, 
Joseph  Bonaparte.  On  the  evidence  of  the  table  in  the 
Bayerisches  National  Museum,  it  is  probable  that  the 
half-finished  pieces  were  appropriated  by  Napoleon, 
though  it  is  possible  that  Levasseur  retained  them 
himself.  They  appeared  in  a  sale  in  Paris  in  i84i,3,4 
and  then  again  in  a  sale  at  the  Galerie  Georges  Petit,  in 
1912,  sold  from  the  collection  of  the  Baron  de  Gunz- 
bourg.  They  remained  in  Paris  until  1954  and  then 
passed  to  a  private  collection  in  Belgium. 


297 


Furniture  for  the  Queen  oj  Spain 


Furniture  for  the  Queen  oj  Spain 


K<<  <  <-<♦•: 


!  k 
( 

\o  -  - 

& 

i 
I 

*<<< 


4.  Interior  of  commode  No.  2. 


NOTES 

1.  Charles  Pcrcicr  and  Pierre  Francois  Fontaine, 
'Recueil  de  Decorations  intericures 

i  omprenant  tout  ce  qui  a  rapport  a 
I'amueblement',  Paris,  1801,  page  15. 

2.  Munich,  Bayerisches  National  Museum. 
Inventory  number  R6141. 

3.  Hotel  des  ventcs  niobiliercs,  15-16  November 
1 841,  vente  anonyme,  numero  1:  Commode 
et  secretaire  ornes  d'incrustations  en 
lapis-lazuli,  nacre  de  perlcs,  ctain  ct  ebene, 
sur  panneau  de  bois  de  racine,  les  bronzes 
dores  au  mat  (executes  pour  la  rcinc  Isabclle 
d'Espagnc).  Queen  Isabella  of  Spain  inherited 
the  throne  in  1833  at  the  age  of  three  and 
this  is  a  mistake  on  behalf  of  the  cataloguers 
as  the  description  obviously  refers  to  the  two 
pieces  executed  for  Queen  Maria  Luisa. 

4.  Denisc  Lcdoux-Lebard,  'Les  Ebenistcs 
Parisiens  1795-1870',  Paris,  1965,  page  359. 


6.  Side  view  of  the  commode. 


Jonathan  Bourne  is  in 
the  Furniture  Department 
of  Sotheby's  London. 


5.  Side  view  of  the  secretaire. 
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TWO  MR  ARTISTS  UNDER 
N  APOLEON  AND  THE  TSAR 

The  Duke  of  Wellington 


The  formality  and  finished  appearance  of  early  nineteenth-century  battle  paintings  tends  to  obscure  the  acute 
observation  and  realism  of  many  war  artists'  sketches.  In  this  article  the  Duke  of  Wellington  discusses  the  work 
of  two  notable  artists,  on  different  sides  in  the  same  great  conflict,  well  represented  in  the  collections  at  Stratfield 
Saye  and  Apsley  House.  Many  of  these  drawings  and  sketches  have  not  hitherto  been  published. 


I.  Alexander  Ivanovich  Sauerweid 

Russian  battle  scene, 

pencil  and  wash  drawing, 

33  X  44.5  cm. 

Wellington  Collection, 

Stratfield  Saye. 
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Colour. 

Immediate  right. 

d.  Alexander  Ivanovich  Sauerweid. 

I  'isit  to  a  Cossack  Encampment 

in  the  Champs  Ely  sees,  dated  18 14, 

ink  and  watercolour,  53  X  95  cm. 

Sauerweid's  initials  'as'  are 

branded  on  the  horse  at  right. 

Wellington  Collection,  Stratfield  Saye. 


Colour. 

Left. 

a.  Alexander  Ivanovich  Sauerweid. 
Soldier  and  peasant  with  scythe, 

pencil  and  watercolour. 

1 1  'ellington  Collection,  Stratfield  Saye. 

Centre  left. 

b.  Alexander  Ivanovich  Sauerweid. 
Recumbant  soldier,  pencil  and  watercolour. 
Wellington  Collection,  Stratfield  Saye. 

Centre  right. 

c.  Alexander  Ivanovich  Sauerweid. 
Soldier  swinging  sabre,  pencil  and  watercolour. 
Wellington  Collection,  Stratfield  Saye. 
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Iwo  W 'at  Artists  under  Napoleon  and  the  lsar 

7~ar  has  always  been  an  inspiration 
%     %    /  to  as  well  as  a  destroyer  of  the  arts. 
%      %    In  the  late  eighteenth  and  early 
▼       T  nineteenth  century  this  paradox  was 
especially  evident  as  artists  became  instruments 
in  Napoleon's  'politique  artistique'  and  were 
showered  with  commissions  for  battle  pictures, 
not  only  by  Napoleon,  but  also  by  the  Allied 
Commanders  and  monarchs  opposed  to  him,  to 
an  extent  perhaps  unequalled  in  other  periods 
of  history. 

Jacques  Francois  Jose  Swebach  (Swebach- 
Desfontaines)  (1769-1823)  and  Alexander  Ivano- 
vich  Sauerweid(i783-i844)  were  two  artists  who 
received  commissions  from  their  Emperors  to 
provide  a  record  of  recent  battles  for  galleries  at 
Versailles  and  the  Winter  Palace  in  St.  Petersburg. 
Their  work  was  not  only  much  admired  in  the 
'battle  classes'  of  the  Academies  in  France  and 
Russia,  but  was  also  esteemed  by  the  Prince 
Regent  and  the  Duke  of  Wellington  in  Britain. 
Swebach's  output  of  battle  and  camp  scenes  in 
oils  was  prolific,  but  Saucrweid's  oil  paintings 
are  comparatively  rare  and  he  is  better  known 
for  his  watercolours  and  prints  illustrating  not 
only  battle  scenes,  but  also  army  uniforms  and 
cavalry  horses  used  in  the  Napoleonic  wars  and 
in  the  Russo/Turkish  campaign  of  1 828-1 829. 

The  varied  interests  of  the  Prince  Regent  (later 
George  iv)  are  well  known,  as  is  his  connoisseur- 
ship  of  the  arts.  It  is  therefore  of  interest  to  note 
that  over  a  period  of  years  he  collected  more  than 
one  hundred  of  Sauerweid's  original  watercolours 
depicting  the  uniforms  of  the  armies  of  Europe,1 
purchasing  them  through  Colnaghi  for  five 
guineas  each  from  181 5  onwards.2 

Sauerweids'  watercolours  of  battle  scenes  were 
collected  by  Wellington  and  three  examples  arc- 
in  the  Wellington  Collection  at  Stratfield  Sayc 
House,  near  Reading,  Berkshire.  In  recent  years  a 
series  of  pencil  and  wash  sketches  by  Saucrwcid 
have  been  identified  at  Stratficld  Sayc  and 
examples  of  these  are  illustrated  in  this  article 
(Nos.  1,  2,  etc.,  colour  a,  b,  c).  They  throw  some 
light  on  the  way  in  which  designs  for  the  huge- 
battle  pictures  were  built  up  from  individual 
sketches  made  from  life,  for  example  the  study 
of  the  dead  or  wounded  man  in  colour  b  is  re- 
peated in  the  pencil  and  wash  design  for  the  large 
Russian  battle  piece  shown  in  No.  1. 

In  a  catalogue,  'Military  Drawings  and  Paint- 
ings in  the  collection  of  Her  Majesty  the  Queen'3 
by  A.  E.  Haswell  Miller  and  N.  P.  Dawnay,  the 
authors  describe  Saucrweid's  work  as  'grossly 
over-estimated  as  an  authority  on  uniform'  and 
accuse  him  of  deriving  many  of  his  drawings 
from  the  work  of  other  artists.  However,  the 
spontaneity  of  the  sketches  illustrated  here  may 
do  something  to  restore  Sauerweid's  reputation 
as  a  first-hand  observer  of  soldiers  at  rest  and  in 
battle.  The  care  with  which  he  sketched  details 
of  uniforms  would  also  seem  to  refute  in  part  at 
least,  the  charge  that  his  work  was  inaccurate 
and  often  not  his  own. 

Sauerweid  was  at  his  best  in  drawing  mounted 
subjects.  Typical  of  his  dramatic  style  arc  the 
examples  in  Nos.  9-1 1  from  the  drawings  pur- 
chased by  the  Prince  Regent  in  I  ler  Majesty  the 
Queen's  collection  at  Windsor.  His  finished 
watercolours  are  typical  of  the  stock-in-trade  of 
the  Napoleonic  and  Allied  battle  artist.  They 
record  and  dramatise  a  particular  incident 
glorifying  a  popular  hero  and  exciting  the 
admiration  and  sympathy  of  the  general  public. 
An  example  at  Stratficld  Saye  is  No.  12,  Cor  <oral 


2.  Alexander  Ivanovich  Sauerweid. 
Mounted  soldier,  gun  resting  on  arm, 
pencil,  heightened  with  grey  and  yellow. 
Wellington  Collection,  Stratfield  Saye. 

Francis  Stiles  of  the  1st  Royal  Dragoons  capturing 
a  French  Eagle  at  Waterloo.  They  were,  in  effect, 
recruiting  posters  where  the  horror  and  glory  of 
war  was  a  challenge  to  the  youth  of  the  age.  In  a 
more  peaceful  mood  is  Saucrweid's  Visit  to  a 
Cossack  Encampment  in  tlie  Champs  Ely  sees,  1 8 14, 
in  ink  and  watercolour,  also  at  Stratficld  Sayc 
(colour  d). 

Saucrwcid  was  by  no  means  first  in  this  field. 
One  of  the  pioneers  of  the  romantic  war  picture 
was  Antoine-Jcan  Gros  ( r 771  — 1835)  in,  for 
example,  his  Bonaparte  visiting  the  Pesthouse  at 
Jaffa,  1 80S  (Louvre).  In  England  and  America, 
Ben  jamin  West's  Death  of  General  Wolfe  exhibited 

4.  Alexander  Ivanovich  Sauerweid. 
Soldiers  in  blue  and  grey  uniforms, 
pencil  and  watercolour. 


3.  Alexander  Ivanovich  Sauerweid. 
77free  mounted  soldiers, 
pencil  with  yellow  and  grey. 
Wellington  Collection,  Stratfield  Saye. 

in  the  Royal  Academy  of  1771  and  Copcland's 
Death  of  Pitt,  1778,  had  already  given  a  lead  in  the 
dramatic  recording  of  contemporary  events  in 
works  of  art. 

Napoleon's  policy  was  to  persuade  his  artists 
that  contemporary  subjects  were  more  interesting 
than  those  from  ancient  history.  He  made  a 
systematised  attempt  to  secure  the  progress  of  the 
arts  as  an  instrument  of  national  unity  through 
State  support.  As  Mario  Praz  has  pointed  out,4 
this  did  not  mean  that  the  idea  was  sound  in 
itself,  'tor  the  painting  of  contemporary  events 
in  Fascist  Italy  and  Bolshevik  Russia  proved 
the  contrary,  but  at  the  time  of  Napoleon, 
strangely  enough,  it  bore  fruit'.  As  a  result  of 
this  policy  David  abandoned  his  Roman  warriors 
and  matrons  for  such  splendid  events  as  Napoleon's 
Coronation  (see  p.  319)  with  considerable  success.  > ,;y 
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5.  Alexander  Ivanovich  Sauerweid. 
Soldier  on  ground  with  sabre  and  carbine, 
send]  and  yellow  and  grey  wash. 

Sauerwcid's  life  seems  to  have  involved  a 
lumber  of  moves  from  place  to  place  and  was 
•ypical  of  the  precarious  conditions  under  which 
nany  young  artists  of  the  period  were  forced  to 
work.  He  was  born  in  Kurland,  a  largely 
jerman-spcaking  Baltic  province  between 
:inland  and  Russia,  in  about  1783.  The  first  part 
jf  his  life  is  obscure,  but  his  father  was  probably 
1  man  of  some  learning;  he  is  said  to  have 
bunded  the  German  Theatre  in  St.  Petersburg 
mder  the  patronage  of  Catherine  n,  one  of 

Alexander  Ivanovich  Sauerweid. 
foldiers,  horses  and  a  watercart, 
iencil  and  brown  wash. 


whose  favourites  was  the  Duke  of  Kurland.  By 
the  age  of  seven  Sauerweid's  father  was  dead :  in 
1790  he  began  to  attend  classes  attached  to  the 
Academy  of  Science  at  St.  Petersburg  where  he- 
received  a  general  education  until  1798  when  on 
completing  his  academic  studies  he  received  a 
gold  medal.  While  still  in  his  'teens  he  entered 
the  Civil  Service,  but  how  he  achieved  his  even- 
tual translation  from  clerical  work  to  a  career  as 
a  professional  artist  is  not  clear.  It  is  thought  that 
he  visited  Dresden  at  the  age  of  twenty-four  and 
was  so  much  impressed  by  the  Dresden  Art 
Gallery  that  he  decided  to  devote  his  life  to  art. 
Records  show  that  he  entered  the  Dresden 
Academy  of  Art  in  1806,  but  apparently  he  had 
begun  to  accept  commissions  before  that  date 
and  in  1804  he  painted  the  hall  of  the  Free 
Society  of  Friends  of  Literature,  Science  and  Art, 
a  radical  society  in  St.  Petersburg,  of  which  he 
subsequently  became  a  member.5 


After  six  years  in  Dresden  Sauerweid  made  his 
way  to  Paris  under  spartan  conditions  as  an 
itinerant  artist.  In  Paris  he  sold  pictures  of  Russian 
national  life  and  lively  drawings  of  equestrian 
figures  and  horses,  which  eventually  brought 
him  to  the  attention  of  the  Marquis  de  Caulain- 
court,  already  a  powerful  figure  in  Napoleon's 
entourage  and  holding  among  other  posts  that 
of  Master  of  the  Horse.  On  Caulaincourt's 
recommendation  Sauerweid  was  commissioned 
to  make  studies  of  Napoleon's  horses  and  with 
this  success  his  future  seemed  assured.  However, 
it  appears  that  his  love  for  Russia  was  still  strong 
and  on  hearing  the  news  of  the  French  occupation 
of  Moscow  in  1812,  it  is  said  he  flung  down  his 
brushes  and  rushed  from  his  studio  in  tears.6 

He  left  Paris  and  returned  to  Dresden  where, 
in  1813,  he  made  a  series  of  engravings  depicting 
the  battles  for  that  city.  He  was  already  specia- 
lising in  engravings  of  soldiers  in  the  armies  of 
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7.  Alexander  Ivanovicii  Sauerweid. 
Boy  driving  open  carriage  with  details 

of  horse's  harness,  pencil,  brown 
and  yellow  wash,  touches  of  blue. 

Saxony  and  Poland,  and  these  engravings  were 
published  in  Dresden  and  Paris  between  18 10  and 
1 8 1 3 .  Some  were  later  aquatinted  in  England  by 
E.  Hall.  Sauerweid  was  back  in  Paris  in  18 14 
when  the  Allies  left  the  city,  but  had  probably 
already  received  an  invitation  from  Tsar 
Alexander  1  to  return  to  St.  Petersburg. 

8.  Alexander  Ivanovich  Sauerweid. 
Group  of  soldiers,  pencil  and 

brown  wash,  touches  of  red. 


Before  returning  to  Russia  he  visited  England 
in  181 5  and  while  there  completed  a  design  for 
an  engraving  of  Alexander  1  and  Count  Platov, 
the  Cossack  Commander,  taking  part  in  the 
Waterloo  Victory  Parade  in  Hyde  Park  in  1815. 
He  also  sold  two  large  designs  of  the  Battle  of 
Waterloo  to  T.  Clay  and  R.  Lamb  who  published 
them  in  18 19;  one,  showing  Wellington  among 
his  soldiers  on  the  battlefield,  was  dedicated  to 
the  Prince  Regent ;  the  other,  a  scene  of  general 
carnage  with  a  French  soldier  dying  in  the  fore- 
ground from  a  wound  in  the  throat,  was  dedi- 
cated to  the  Duke  of  York.7 

In  the  Spring  of  1 817  he  sailed  from  England 
for  St.  Petersburg  in  an  American  frigate  and  on 
arrival  was  appointed  one  of  the  official  war 
artists  to  the  General  Staff  and  was  later  invited 


to  teach  drawing  to  the  Tsar's  family.  After  the 
accession  of  Nicholas  1  in  1826  he  was  appointed 
to  one  of  the  leading  positions  in  the  St.  Peters- 
burg Academy  of  Arts,  first  as  acting  Professor 
in  'the  animal  painting  class  for  battle  pieces'  and 
other  genres  and  later  becoming  Director  of  the 
'Battle  class'.8 

In  1842  he  was  made  Professor  (grade  n),  'in 
recognition  of  one  who  had  achieved  universal 
celebrity  with  many  outstanding  battle  pictures 
and  for  his  distinguished  work  as  a  teacher'.  He 
was  particularly  praised  for  his  picture  Tide 
Capture  of  Varna,  (formerly  in  the  Winter  Palace 
at  St.  Petersburg)  an  incident  in  the  Russo/ 
Turkish  war  of  1 827-1 828.  This  work  was| 
shown  at  the  Academy  of  St.  Petersburg  in  1836. 
It  was  strictly  documentary;  a  canvas  of  enor- 
mous size  showing  not  only  the  destruction  of 
die  Turkish  bastion  at  Varna  by  Russian  sappers' 
under  their  commander,  Colonel  Schildcr,  but' 
also  a  combination  of  many  episodes  telling  the 
story  of  the  storming  of  the  fortress,  with  the 
Russian  fleet  in  the  background. 

The  principal  characters  in  the  picture  were 
painted  from  life.  Miniature  portraits  such  as 
these  were  demanded  from  the  battle  artists  of 
the  period  by  their  patrons  on  the  General  Staff 
and  elsewhere  who  liked  to  recognise  themselves 
in  the  finished  work.  The  soldiers  were  also 
often  sketched  from  life  and  the  exactitude  of 
such  work  and  the  details  of  uniforms,  was 
admired  and  discussed  at  Court  functions  and 
the  social  gatherings  of  the  period. 

Sauerweid's  output  was  not  large,  possibly 
because  he  insisted  on  completing  the  whole 
work  with  his  own  hand  and  without  the  assis- 
tance of  pupils. 

In  1830  he  was  commissioned  by  Nicholas  1 
to  make  a  series  of  battle  pictures  of  the  major 
events  in  the  campaigns  against  Napoleon  in] 
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9.  Alexander  Ivanovich  Sauerweid. 
Don  Cossack  Officer,  Russian  Army, 
c.  18 16,  uniform  blue,  jacket 
with  hanging  sleeves,  pink  undercoat, 
baggy  blue  trousers  with  pink  stripe, 
silver  sash,  black  belt,  black  busby, 
silver  lines,  pink  bag,  white  plume, 
buff  gauntlets. 

Pink  and  white  native  saddle. 
Watercolour,  50  X  37^  cm. 
Her  Majesty  the  Queen, 
Windsor  Castle. 


Below. 

11.  Alexander  Ivanovich  Sauerweid. 
Private  of  Dragoons, 
Austrian  Army,  c.  1813, 
uniform  white,  scarlet 
facings  and  crested  helmet. 
Watercolour,  31.5  X  45  cm. 
Her  Majesty  the  Queen, 
Windsor  Castle. 


10.  Alexander  Ivanovich  Sauerweid. 
Private,  Guard  Cuirassiers,  Russian  Army, 
c.  18 1 6,  uniform  white,  scarlet  facings, 
steel  cuirass  and  grey  overalls, 
black  helmet  with  brass  mountings 
and  black  crest,  scarlet  shabracque 
with  device  in  white  and  white  sheepskin. 
Watercolour,  49  X  3  5  cm. 
Her  Majesty  the  Queen, 
Windsor  Castle. 


1813-1814  to  hang  in  the  Winter  Palace,  but 
because  of  failing  health  he  was  only  able  to  make 
designs  for  four  episodes.  One  was  nearly  com- 
pleted, Capture  of  Paris,  but  was  passed  to  his 
pupil,  B.  P.  Villevalde  (1818-1903)  to  finish.  This 
and  three  others,  which  included  the  Battle  of 
Leipzig  were  completed  by  Villevalde  after 
Sauerweid's  death  and  were  in  the  Hermitage 
Gallery,  Leningrad,  where,  in  1955  they  were 
still  attributed  to  Villevalde9  although  the  com- 
position and  most  of  the  draughtsmanship  was 


by  Sauerweid.  It  is  also  reported  that  in  1830 
Sauerweid  completed  a  war  picture  of  the  battle 
of  Elyau  in  Poland.  This  was  formerly  in  the 
Municipal  Museum  at  Mitau  in  Kurland.  In  1842 
Sauerweid  produced  his  Anatomy  of  the  Horse,  a 
series  of  lithographs  used  as  a  text  book  for 
animal  drawing  at  the  Academy.  It  was  widely 
acclaimed  and  this  success  must  have  cheered  his 
last  years.  He  died  at  St.  Petersburg  in  1844. 

In  contrast  to  Sauerweid's  comparative  obscu- 
rity the  work  of  Swebach  (Swebach-Desfontaines) 
is  well  known  and  his  battle  scenes  were  much 
admired  by  Napoleon  for  their  accuracy  and 
realism.  He  was  not  a  native  of  France  (he  was 
born  in  Metz),  but  owed  his  success  to  the 
patronage  of  the  Emperor.  He  began  to  exhibit 
at  the  age  of  fourteen  and  his  financial  stability 
was  assured  when  he  was  appointed  principal 
artist  to  the  Manufacture  de  Sevres  from  1802- 
1812.  One  of  his  most  notable  achievements  at 
Sevres  was  to  transpose  the  designs  of  Egyptian 
scenes  made  by  Baron  Vivant  Denon  during 
Napoleon's  campaign  onto  two  famous  dessert 
services,  one  of  which  was  given  to  the  Emperor 
of  Russia  and  is  in  the  Ceramic  Museum, 
Kuskovo  near  Moscow.  The  other  was  destined 
as  a  present  for  Josephine,  but  eventually  found 
its  way  via  a  gift  of  Louis  xvm  to  the  Great 
Duke  and  is  now  in  the  Wellington  collection 
at  Stratfield  Saye  (No.  17). 10 

Having  achieved  fame  in  France,  Swebach 
was  invited  by  Alexander  1  to  work  in  Russia, 
the  Mecca  of  many  French  artists  of  the  period 
who  found  in  that  country  a  better  possibility  of 
accumulating  a  fortune  than  in  France.  The  high 
quality  of  his  work  as  a  watercolourist  may  be 
seen  in  Death  of  General  Desaix  at  the  battle  of 
Marengo  (1800)  from  Her  Majesty  the  Queen's 
collection  at  Windsor  (No.  13). 

Examples  of  Swebach's  work  now  in  the 
Wellington  Collection  consist  of  three  small 
scenes  of  camp  life.  These  pictures  were  origin- 
ally in  the  Spanish  Royal  Collection  and  were 
captured  amongst  others  from  Joseph  Bonaparte's 
baggage  train  after  Wellington's  victory  at  the 
Battle  of  Vitoria  in  1813  (Nos.  14  and  1$).  They 
became  the  Great  Duke's  property  when,  in 
1816,  Ferdinand  vn  of  Spain  made  a  gift  of  the 
captured  pictures  to  the  Duke  in  recognition  of 
his  part  in  restoring  the  Spanish  Monarchy. 

A  fourth  and  more  impressive  picture  by 
Swebach,  Napoleon  crossing  the  Danube  (No.  16), 
was  purchased  by  Wellington  in  1843  and  was 
one  of  the  large  number  of  works  of  art  given  to 
the  nation  in  1947  by  the  seventh  Duke  of 
Wellington,  together  with  that  part  of  Apsley 
House,  Hyde  Park  Corner,  which  now  forms  the 
Wellington  Museum.  This  picture  has  an  interest- 
ing history  and  correspondence  in  the  Welling- 
ton archives  at  Stratfield  Saye  throws  light  both 
on  how  the  picture  was  painted  and  how  it  was 
acquired  by  my  ancestor. 

The  Crossing  of  the  Danube  illustrates  the 
famous  episode  in  the  Austrian  war  of  1809  when, 
after  entering  Vienna,  Napoleon  ordered  his 
forces  to  cross  the  Danube  on  a  single  bridge  and 
attack  the  army  of  Archduke  Charles  of  Austria 
on  the  left  bank.  Terrible  slaughter  ensued  on 
both  sides,  Napoleon  losing  nineteen  thousand 
men  in  casualties  and  Charles  more  than  twenty- 
four  thousand.  Six  weeks  later  a  further  encounter 
took  place  at  Wagram,  six  miles  from  Vienna 
and  the  combined  losses  on  both  sides  in  these 
battles  were  a  hundred  thousand  men  killed  or 
wounded.  Although  the  victory  was  with 
Napoleon,  it  was  hard  won. 
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Aboi'c. 

12.  Alexander  Ivanovich  Sauerweid. 
Corporal  Francis  Stiles  of  the  1st  Royal  Dragoons, 
Capturing  a  French  Fagle  at  Waterloo,  dated  1815, 
ink  and  watercolour,  44  x  64  cm. 
Wellington  Collection, 
Stratfield  Saye. 


1 3.  Jacques  Francois  Jose  Swebach. 
/  )eath  of  General  Desaix  at  the 
battle  of  Marengo,  1 800, 
monochrome  wash,  52  x  69  cm. 
Her  Majesty  the  Queen, 
Windsor  Castle. 


Wellington,  throughout  his  life,  was  the 
target  of  every  art  dealer  with  a  battle  picture  to 
sell  and  his  reply  to  these  salesmen  was  usually  a 
refusal.  It  may  be  that  because  examples  of 
Swebach's  work  were  already  in  the  collection 
that  he  gave  a  more  favourable  answer  to  a 
letter  from  Mr.  B.  B.  Williams,  dated  8  June 
1837,  in  which  that  gentleman  presented  his 
compliments  to  the  Duke  and  'would  be  very 
happy  to  have  the  honour  of  showing  him  a 
painting  taken  on  the  spot  by  Swebach  of  the 
Passage  of  the  Danube  previous  to  the  battle  of 
Wagram.  It  is  the  only  painting  of  this  interest- 
ing subject  in  existence  which  the  artist  painted 
for  Mr.  Williams  in  1816  .  . .'. 

Here  at  once  doubt  must  be  cast  on  Mr. 
Williams'  memory,  as  records  show  that 
Swebach  won  the  Grande  Prix  at  the  Paris  Salon 
of  1 8 10  for  his  Napoleon  crossing  the  Danube11 
and  Swebach  would  not  therefore  be  finishing 
the  'only  painting  of  this  interesting  subject'  in 
1 8 16.  However,  Wellington  went  to  see  the 
picture  at  Williams'  house  with  Lord  Burghersh 
(his  niece's  husband)  and  then  forgot  about  it 
until  reminded  by  Williams  six  years  later  in  a 
letter  dated  5  August  1843,  from  his  home  at  70 
Portland  Place.  Williams  writes: 

My  Lord  Duke,  some  time  since  Your  Grace  did 
me  the  honour  to  call  at  my  house  above  in  company 
with  Lord  Burghersh  to  sec  the  picture  of  the  Passage 
of  the  Danube  of  Bonaparte,  his  Army,  Staff,  etc., 
before  the  battle  of  Wagram,  by  Swebach.  This 
painting  was  taken  on  the  spot  and  finished  in  Paris 
where  the  artist  died  soon  after  and  since  1814  it 
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14.  Jacques 
Francois  Jose 
Swebach. 
Officer  on  a 
white  hoi  te, 

oil,  32  X  39  cm. 
Wellington  Collection, 
Apsley  House. 

15.  Jacques 


Francois  Jose 
Swebach. 
Hussar  on 

white  horse  speaking 
to  peasant  woman, 
oil,  dated  1796, 
32  X  39  cm. 
Wellington  Collection, 
Apsley  House. 


Two  War  Artists  under  Napoleon  and  the  Tsar 


16.  Jacques  Francois  Jose  Swebach. 
Crossing  the  Danube,  Napoleon's 

troops  outside  Vienna,  1809, 
before  the  battle  of  Wagram, 
oil,  80  X  120.5  cm- 
Wellington  Collection, 
Apsley  House. 

has  never  been  out  of  my  possession.  I  have  all  the 
original  sketches  and  papers  appertaining  to  it  and 
the  answer  of  Marshal  Macdonald  (a  French 
Commander )  to  the  artist  granting  the  use  of  the 
uniforms  etc.,  worn  by  the  different  officers  and  men 
engaged  in  that  battle  which  accounts  for  the  extreme 
correctness  of  the  whole  minutia  of  the  painting,  a 
proof  of  which  ivas  afforded  when  the  Prince  Royal 
of  Bavaria  was  in  England  who  pointed  out  Prince 
Wrede  from  the  accuracy  of  the  dress  and  several 
other  Bavarian  officers. 

It  is  with  reluctance  that  I  am  about  to  part  with 
this  picture  and  I  beg  respectfully  permission  first  to 
offer  it  to  Your  Grace  and  if  you  will  allow  me  I 
will  cause  it  to  be  forwarded  to  Apsley  House  to  be 
further  inspected  at  Your  Grace's  perfect  convenience. 
It  is  with  great  consideration  and  respect  I  have  the 
honour  to  be  Your  Grace's  servant,  B.  B.  Williams. 

It  will  be  noted  that  in  this  letter  Williams  has 
amended  his  dates  and  says  the  picture  has  been 
in  his  possession  'since  1814'. 

17.  Plate  from  Sevres  'Egyptian' 
dessert  service  (181 1/12)  with  Swcbach's 
signature  after  Vivant  Denon's 
drawing.  There  are  between  forty 
and  fifty  plates  painted  and  signed 

by  Swebach  in  the  service. 
Wellington  Collection, 
Stratfeld  Saye. 
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Things  then  began  to  move  more  swiftly. 
Wellington  sent  a  note  to  Williams  on  26  August 
1843  (not  in  the  archives)  presumably  asking  the 
price  of  the  picture.  Williams  replied  on  28 
August  and  proposed  a  price  of  twelve  hundred 
pounds  saying  that  he  has  Swebach's  receipt  for 
twenty-two  thousand  francs  'paid  him  altogether 
up  to  181 5  for  this  painting  when  the  Exchange 
on  England  was  about  f.18  to  the  He  asks  no 
more  than  he  was  paid  'now  28  years  ago'.  He 
continues,  'Swebach  was  three  years  finishing  it, 
after  the  sketch  he  took  on  the  spot  and  he  died 
very  shortly  after  it  was  completed  -  enclosed  is 
a  translation  of  the  description  in  part  of  the 
picture'. 

If  Swebach  took  three  years  to  finish  the 
picture,  what  was  exhibited  one  year  after  the 
event  at  the  Paris  Salon  of  18 10?  It  seems  more 
likely  that  Swebach  hurried  to  complete  this 
work  for  the  Salon,  knowing  the  subject  would 
be  popular  with  the  Emperor  and  that  Williams 
was  mistaken  in  his  dates.  Williams  letter  ends 
with  an  explanation  as  to  his  reasons  for  parting 
with  the  painting.  'I  had,  unfortunately  with 
other  friends  faith  in  the  State  stocks  of  the 
United  States  and  invested  when  retiring  from 
business  half  a  hard-earned  fortune  in  them,  for 
which  I  now  get  no  return!!'  He  also  has  a  large 
and  expensive  family  to  support. 

The  translation  of  Swebach's  description  for- 
warded to  Wellington  with  Williams  letter  reads 
as  follows: 

Battle  of  Wagram  or  Passage  of  the  Danube 
(translation). 

On  the  right  of  the  foreground  is  the  House 
occupied  by  the  Emperor,  towards  the  middle 
is  Napoleon  accompanied  by  General  Bertrand 
and  Augureau.  Towards  the  left  of  the  picture, 
the  Imperial  Guard,  moving  upon  the  bridge;  the 
avant-scene  is  in  front  of  the  woods  of  Abensdorf. 

The  second  ground  or  plan  represents  the  Isle  of 
St.  George ;  and  next,  that  of  Lobau.  Massena 
commands  at  the  head  of  the  2nd  bridge. 

In  the  back  of  the  picture  is  the  white  house 
where  the  artificers  and  workmen  lodged  and  on 
the  left  front  ground  is  the  shed for  utensils. 

L'officier  d'Ordonance  near  the  Emperor  is 
painted  from  Nature  as  is  also  the  Ecuyer  in  the 
foreground  near  a  valet  de  pieds. 

Swebach  (dit  fontaine). 

The  Great  Duke's  reply  to  this  letter  must  have 
been  an  objection  to  the  price  and  Williams 
presumably  then  asked  him  to  suggest  a  sum  for 
the  painting.  A  copy  of  Wellington's  reply 
from  Walmer  Castle  is  in  his  typically  direct 
style,  dated  9  September  1843: 

Field  Marshal  the  Duke  of  Wellington  presents 
his  compliments  to  Mr.  Williams.  He  has  already 
informed  Mr.  Williams  of  his  objection  to  suggesting 
a  price  for  his  property  and  he  can  have  none  to 
Mr.  Williams  adopting  any  course  which  he  may 
think  to  ascertain  its  value ;  if  Mr.  Williams  should  again 
offer  it  to  the  Duke  he  will  give  an  immediate  answer. 

He  knows  nothing  of  Messrs.  Christie  &  Manson, 
but  he  believes  them  to  be  very  respectable  in  their 
line  of  life. 

But  in  order  to  avoid  its  being  reported  that  the 
picture  had  been  offered  to  the  Duke  at  a  certain 
price,  the  Duke  would  recommend  to  Mr.  Williams 
not  to  mention  his  name. 

The  matter  was  concluded  in  a  copy  of  a 


letter  from  Wellington  dated  15  September  1843 
in  which  he  says  he  will  'give  for  the  picture  the 
sum  named  ...  six  hundred  pounds  for  which  he 
will  send  an  order,  the  picture  being  in  the 
Duke's  house  still,  as  he  believes  .  .  .'  that  is 
Apsley  House.  Williams  acknowledged  receipt 
of  the  Banker's  Order  of  18  September  and  'begs 
permission  to  congratulate  His  Grace  as  poss- 
essing what  has  been  pronounced  as  a  work  of 
unrivalled  art'. 

On  22  September  Williams  writes  a  final  letter 
from  Thames  Villa,  Sonning,  near  Twyford  (he 
has  had  to  sell  his  London  house  and  move  to  the 
country)  and  gives  more  information  about  the 
Danube  picture.  Apparently,  he  is  quoting  from 
the  original  description  in  French  which  he 
claims  was  written  by  Swebach.  It  is  interesting 
to  note  the  points  of  excellence  to  which  he 
draws  Wellington's  attention,  for  example  the 
accuracy  of  the  uniforms  and  'the  instant  recog- 
nition' accorded  to  figures  in  the  painting  by  the 
Prince  Royal  of  Bavaria.  I  therefore  conclude  by 
giving  part  of  Williams  final  letter,  as  an  example 
of  the  popular  admiration  accorded  to  battle 
artists  of  the  Napoleonic  era : 

My  Lord  Duke,  I  have  had  the  honour  to  receive 
your  Graces  note  of  the  20th  with  its  enclosure  of  the 
six  hundred  pounds  for  the  painting  by  Swebach 
of  the  Passage  of  the  Danube  . . .  [He  then  repeats 
Swebach's  description  of  the  picture  with  a  few 
additional  details]. 

The  Emperor  is  conferring  with  serjeant  Lannes[sic]12 
as  Swebach  calls  him  le  brave  Lannes  from  the 
words  of  the  Emperor. 

There  is  an  Hungarian  Officer  near  to  the 
Emperor  -  the  minuteness  and  correctness  of  u'hose 
uniform  is  well  worthy  the  closest  inspection. 

Prince  Wrede  is  on  the  horse  galloping  and  to 
prove  to  Your  Grace  the  extreme  similitude  of  the 
dress  and  man  I  would  mention  that  when  the 
Prince  Royal  of  Bavaria  was  in  England  some  few 
years  since,  and  brought  by  my  friend  Sir  William 
Geary  to  see  the  picture,  he  instantly  exclaimed, 
pointing  to  the  Prince  'that's  Wrede'  -  there  are 
several  other  Bavarian  officers  known  by  their  white 
uniforms.  To  the  right  of  the  picture  is  Napoleon's 
celebrated  Mameluke  -  Rustem  -  and  his 
[Napoleon's]  horse  Marengo. 

During  Marshal  Soult's  visit  he  came  to  me  and 
admired  the  picture  greatly.  One  of  his  attendants 
wished  me  to  part  with  it  to  the  Marshal. 

Swebach  unfortunately  died  shortly  after  finishing 
this  picture  on  which  he  worked  three  years.  It  is  all 
miniature  and  the  landscape  has  been  presumed  to  be 
as  fine  as  Claude.  The  late  Duke  of  Orleans  gave 
f.5,000  for  a  single  horse  painted  by  Swebach 
le  cheval  de  Poste.  He  was  particularly  famed  for 
horses  as  every  one  in  this  picture  will  testify. 

If  Your  Grace  at  some  time  will  allow  me  the 
honour  to  call  at  Apsley  House  I  shall  be  happy  to 
point  out  to  you  all  further  matters  connected  with 
this  painting. 

With  sentiments  of  veneration  and  respectful 
regard,  I  solicit  the  honour  of  being  allowed  to  remain 
Your  Graces  devoted,  humble  servant.  B.  B.  Williams 

p.s.  In  case  Your  Grace  may  not  have  seen 
Mr.  Everett,  the  American  Minister's,  reply  to  the 
deputation  of  the  State  Stock  holders,  Sir  Edward 
Codrington,  the  Hon.  the  Captain  Hotham, 
Marshal  de  P.  [  ?]  of  Leeds  and  myself,  I 
venture  to  take  the  liberty  of  enclosing  our 
Memorial  and  his,  Mr.  Everetts'  reply. 

William's  postscript  is  a  typical  piece  of  special 


pleading  for  which  Wellington  was  always  a 
target.  It  is  not  recorded  if  he  took  up  the  case  of 
the  losses  suffered  by  holders  of  the  United  States 
of  America  State  Stock. 


NOTES 

1.  'Uniforms  of  the  Armies  of  Europe'. 
Approximately  one  hundred  watercolour 
drawings,  collected  by  the  Prince  Regent 
(George  rv).  Her  Majesty  the  Queen, 
Windsor  Castle. 

2.  Extracts  from  George  rv's  accounts  in  the 
Royal  Archives,  Windsor  Castle: 

28076  Colnaghi:  28  August  1815 
Drawing  Cosack  de  I'Artnee 

by  Sauerwaad  5.5- 

28077  Colnaghi:  6 October  1815 

D°  {drawing)  Dragon  Espagnole 

by  Sauerwaad  5,5- 

D°  Infanterie  l.egere  de  la 

Catalone  by  d°  5.5- 

28078  Colnaghi:  10  October  1815 
Drawing  officer  of  Russian  Artillery 

by  Sauerwaad  5-5.- 
D°  Curassier  of  Russian  Guard 
-d°  5-5- 
D°  Officer  of  Lancers  of  Ditto 
-jo  -5.5.- 
D°  General  of  Russian  Cavalry 
-d°  5-5.- 
There  are  doubtless  numerous  other 
references  in  this  and  other  years. 
The  above  are  typical  entries. 

3.  A.  E.  Haswell  Miller  and  N.  P.  Dawnay, 
'Military  Drawings  and  Paintings  in  the 
Collection  of  h.  m.  the  Queen',  1970. 
Phaidon(2  vols). 

4.  'The  Age  of  Neo-Classicism',  p.  lxxxix. 
'Meaning  and  Diffusion  of  the  Empire 
Style'  by  Mario  Praz.  Arts  Council  of 
Great  Britain,  London  1972.  Catalogue 
of  14th  Exhibition,  Council  of  Europe. 

5.  V.  V.  Sadovan,  'Russian  Battle  Painters  of 
the  18th  and  19th  Centuries',  Moscow,  1955. 

6.  Ibid. 

7.  The  existence  of  these  two  prints  was 
brought  to  my  attention  in  a  letter  from 
Mr.  A.  Bowen,  Richmond,  Tasmania, 
August,  1976. 

8.  Sadovan,  ibid. 

9.  Ibid. 

10.  'The  Wellingtons  at  Stratficld  Saye'. 
Apollo,  vol.  cn,  No.  161,  July,  1975, 
p.  50  et  seq. 

11.  Henry  Lachouque  and  Ann  S.  K.  Brown, 
'The  Anatomy  of  Glory',  pp.  529/530. 
Bicentennial  Publications,  Brown 
University  Press,  Providance,  USA,  1961. 
Lund  Humphries,  London. 

12.  Lannes,  a  Marshal  of  the  Empire,  was 
mortally  wounded  during  the  subsequent 
battle. 
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WALLPAPERS  BY  DUFOUR  ET  CIE. 


Clue  Crick 


In  France  during  the  first  quarter  of  the  nineteenth-century  wallpaper  was  distinguished  on 
the  one  hand  by  its  ability  as  an  art  of  imitation  to  meet  the  most  sophisticated  demands 
of  interior  design  and  on  the  other  by  stylistic  pretensions  which  made  it  a  new  form  of 
mural  decoration.  Such  claims  can  justly  be  applied  to  the  production  of  the  wallpaper 
manufacturer  Joseph  Dufour  (1752-1827)  whose  firm  in  Paris  occupied  a  prominent  position 
during  the  First  Empire.  His  output  was  considerable  and  frequently  more  inventive  than 
that  of  his  competitors. 


T  I  ^  he  son  of  Claude  Dufour,  a  carpenter  in 
I  Tramayes,  Saonc-ct-Loirc,  Joseph  took  up 
I  residence  with  relatives  in  Macon  where  by 
t8oo  he  and  his  brother  Pierre  had  constructed  and 
ecpiipped  a  wallpaper  printing  studio  in  the  rue  dc  la 
Paroissc,  establishing  a  business  worth  one  hundred 
and  ninety-nine  thousand,  one  hundred  and  sixty 
four  francs.1  Managing  to  hold  creditors  at  bay  he 
acquired  local  associates  in  1804  and  thus  sustained  the 
production  of  patterned  papers  and  borders.  The  census 
of  1806  found  Dufour  in  Macon,  the  year  in  which  he 
exhibited  in  Paris  his  first  panoramic  wallpaper.  About 
1808  he  acquired  a  work-shop  in  the  former  Abbey  of 
Saint  Antoinc,  at  10  rue  Beauvau, Paris,known  todayas 
rue  Beccaria  and  on  a  site  which  is  now  occupied  by 
the  wallpaper  firm  Follot.2  In  1821  Amable  Leroy,  the 
son  of  a  printer  and  bookseller  in  Lyon,  married 
Dufour' s  daughter  Marie-Josephine  becoming  within 
three  years  a  partner  and  on  the  death  of  Dufour  in 
1827  the  sole  director  of  the  firm  which  he  was  to 
re-style  Dufour  ct  Leroy. 

In  addition  to  the  eleven  or  so  scenic  wallpapers  on 
which  Dufour's  reputation  rests,  are  the  meticulously 
designed  and  printed  decorative  papers  which  as  a 
stock-in-trade  provided  a  steady  financial  backing  for 
his  more  ambitious  projects.  Such  papers  were  in 
demand  since  Neo-classical  tastes  in  interior  decora- 
tion had  swept  away  tapestries  and  carved  wooden 
panelling.  During  the  Consulate  and  the  Empire 
period  wallpapers,  still  prized  as  articles  of  luxury  as 
they  had  been  before  the  Revolution,  were  all  the  same 
less  expensive  than  Lyons  silks  and  provided  an  adapt- 
able and  attractive  means  of  refurbishing  long- 
neglected  reception  rooms.3 

The  prestige  and  the  future  development  of  the 
French  manufacture  of  wallpaper  had  already  been 
established  by  Jean-Baptiste  Reveillon  whose  business 
in  Paris  was  active  between  1765  and  1789.4  Reveillon 
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improved  simple  printing  techniques  used  by  the 
Dominotiers  since  the  early  eighteenth  century  in 
developing  a  practice  analogous  to  textile  printing 
from  wooden  blocks.  He  also  initiated  the  use  of  thick 
distemper  colours,  already  current  amongst  English 
manufacturers,  and  employed  professional  designers 
and  artists.  Graceful  arabesques  with  their  exotic  birds, 
bouquets  and  garlands  were  produced  by  Reveillon's 
firm  and  also  by  his  successors  Pierre  Jacquemart  and 
Eugene  Benard,  although  in  accordance  with  popular 
taste  Pompeian  motifs  unified  by  simple  geometric 
patterns  were  later  introduced.  Begun  in  1792  this  new 
firm  received  commissions  from  the  Republican 
government  to  print  patriotic  papers  displaying 
Revolutionary  mottos,  tricolores,  Phrygian  caps  and 
oak  and  laurel  wreaths  for  decorating  public  and 
administrative  buildings. 

Towards  1800  Jacquemart  and  Benard  were  evolv- 
ing new  decorative  repertoires  in  a  Classical  style,  but 
the  industry  was  expanding  and  they  were  soon  to  be 
rivalled  by  the  firm  of  Jean  Zuber  (1773-1835),  formed 
in  1802  at  Rixhcim  in  Alsace5  and  by  Dufour's  enter- 
prise in  Macon  which  was  on  the  point  of  being4 
launched  with  great  acumen  in  Paris. 

Luxury  wallpapers  at  the  turn  of  the  century  were 
characterised  by  two  types,  those  printed  in  distemper 
or  flock  which  simulated  the  appearance  of  silks  and 
velvet  and  those  which  imitated  marbles  or  stone  and 
stucco  reliefs.  An  indication  of  this  development  was 
made  in  the  report  of  the  Citizens  Desaudray,  Gauthe- 
rot  and  Houel  presented  to  the  Lycee  des  Arts  in  1795 
'.  .  .  on  est  parvenu  a  rendre  jusqu'au  tissu  apparent  des 
plus  belles  etoffes,  broches,  veloutes,  satines,  damasses, 
brodes  a  l'aiguillc'.6  Early  eighteenth-century  papers 
had  imitated  the  patterns  of  printed  textiles  but  now 
manufacturers  were  dealing  in  trompe-l'oeil. 

A  paper  of  1808  (No.  1)  imitating  a  white  silk  striped 
in  green  and  pleated  horizontally  atintcrvalswasintend- 


i.  Wallpaper  simulating  a  white  silk 
fabric  with  green  stripes, 
Dufour  et  Cie.,  1808, 
156  X  57  cm. 

Musee  des  Arts  Decoratifs,  Paris. 


ed  to  be  joined  along  its  vertical  edges  with  strips 
bearing  the  same  print  thus  giving  the  effect  of  a  wall 
hung  with  loosely  gathered  and  pinned  fabrics.  In  her 
memoires  Madame  de  Genlis  recorded  her  visits  in 
1800  to  the  newly-furnished  houses  of  Paris  and  com- 
mented, 'On  plissait  sur  les  murs  les  etoffes  au  lieu  de 
les  etendre;  on  calculait  sans  doute  que  de  cette  maniere 
l'aunage  etait  infiniment  plus  considerable,  et  que  cela 
etait  beaucoup  plus  magnifique'.7 

Dufour's  pert  imitation  of  a  decorator's  fashion  is  at 
yet  another  remove  from  the  elegant  draped  hangings 
which  appear  in  the  engraved  illustrations  to  Charles 
Percier  and  Pierre  Francois  Fontaine's  'Recueil  de 
Decorations  Interieures',  1801-1812,  although  their 
designs  eventually  gave  currency  to  a  range  of  Classical 
motifs  employed  in  a  more  fanciful  way  by  Dufour's 
artists.8  Papers  printed  by  Dufour  between  1810-1812 
(No.  2)  show  panels  of  silk  stretched  taut  on  batons 
and  drawn  together  by  medallions  or  floral  wreaths." 


2.  Wallpaper  simulating  a  white  silk 
curtain,  on  a  rust  coloured  flock 
ground.  Dufour  et  Cie., 
1810-1812,233  X  114  cm. 
Cooper-Hewitt  Museum  of  Design, 
Smithsonian  Institution,  New  York. 

Such  strips  formed  a  single  repeating  pattern  along 
the  width  of  a  wall  and  were  generally  surmounted  by 
a  wallpaper  frieze  imitating  stucco  reliefs  of  winged 
herms,  cornucopias  and  vases,  swathed  with  yet  more 
fabrics  and  embellished  with  architectural  mouldings. 
A  dazzling  printing  technique  allowed  strange  visual 
ambiguities  in  which  Pompeian  ladies  could  undergo 
a  Pygmalion-like  transformation  from  stucco  to 
flesh,  casting  shadows  on  trompe-l'ocil  draperies  (No.  3). 

Wallpaper  dealers  of  this  period  could  also  offer  to 
their  clients  designs  which  were  composed  of  more 
than  one  sheet.  These  panels  illustrating  allegorical  or 
mythogical  subjects  imitated  statuary  and  carved 
reliefs.  An  example  can  be  found  in  another  Dufour 
production,  'La  Galerie  Mythologique',  designed  in 
1814  by  Xavier  Mader  (No.  4). 10  Six  panels  illustrating 
such  subjects  as  the  Judgment  of  Paris  and  the  Vengeance 
oj  Ceres  simulate  reliefs  and  would  have  been  accom- 
panied by  papers  depicting  Classical  trophies. 

3" 
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3.  Wallpaper  frieze,  attributed 
to  Dufour  et  Cie.,  1800-1810, 
polychrome,  216  X  55  cm. 
Cooper-Hewitt  Museum  of  Design, 
Smithsonian  Institution,  New  York. 

But  a  happier  development  tor  wallpaper  designers, 
and  one  in  greater  sympathy  with  their  medium,  was 
the  printing  of  papers  which  gave  the  appearance  of 
painted  panels.  The  Months  of  the  Year,  for  which 
Alexandre-Evaristc  Fragonard  (1780-1850)  supplied 
the  designs,  was  published  soon  after  Dufour  arrived 
in  Paris  in  1808  (No.  5).  Representations  of  the  Months 
set  in  vignettes  were  printed  in  grisaille  on  pale  yellow 
or  blue  grounds  and  were  intended  to  form  a  complete 


Above. 

4.  La  Galerie  Mythologiquc, 
Apollo  and  Phaeton, 
Dufour  et  Cie.,  1814, 
grisaille,  120  X  156  cm. 
Music  des  Arts  Decoratifs,  Paris. 

Right. 

5.  Les  Mois  de  I'Annee,  December, 
Dufour  et  Cie.,  1808, 

grisaille  on  a  blue  ground, 
183  X  56  cm. 

Wliitworth  Art  Gallery,  Manchester. 


decor  or  to  be  used  individually  as  accessories.  A  similar 
set  of  wallpaper  figures  has  been  attributed  to  Dufour: 
personifications  of  the  Seasons  and  Night  and  Day 
which  in  this  case  were  printed  in  polychrome. 1 1  TTie 
designs  given  to  Louis  Lafitte  (1770-1828)  display 
'floating'  Pompeian  figures  very  close  in  type  to  Ins 
own  grisaille  panels  of  1799  in  the  dining-room  at 
Malmaison  and  to  the  elegant  fluttering  Muses  painted 
by  a  follower  of  Prud'hon  in  the  Salon  de  Musique  at 
the  Hotel  de  Beauharnais.12  For  all  their  ingeniousness 
and  fine  technique  these  decorative  papers  only 
employed  a  common  Neo-classical  vocabulary 
established  by  the  interior  designers.  But  for  manu- 
facturers who  had  at  their  disposal  talented  designers, 
wood-block  engravers  and  printers  there  was  an  incen- 
tive to  exploit  the  rich  distemper  colours  in  creating 
even  larger  figure  subjects,  narratives  and  landscapes. 

In  1804  both  Zuber  and  Dufour  were  preparing 
their  first  panoramic  decorations  both  of  which  w7ere 
exhibited  in  1806  in  Paris  at  the  Fourth  Public  Exhibi- 
tion of  Products  of  French  Industry.  Zuber's  Vues  de 
Suisse,  designed  by  Pierre  Antoine  Mongin  (1761- 
1827),  was  awarded  a  silver  medal  while  Dufour's 
Sauvages  de  la  Mer  du  Pacifique  (No.  8),  designed  by 
Jean-Gabriel  Charvet  (1750-1829),  was  described  by 
the  Jury  as '.  .  .  ce  que  l'art  a  produit  de  plus  curieux  en 
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ce  genre'.13  It  was  composed  of  a  large  number  of 
sheets  and  as  with  the  Vues  de  Suisse  was  intended  to 
furnish  the  walls  of  one  room,  although  distinct  scenes 
were  devised  to  allow  for  interruptions  by  doors,  win- 
dows and  chimney  pieces.  In  a  descriptive  pamphlet 
published  in  1 804-1 805,  Dufour  explained  to  clients 
the  methods  by  which  his  decorative  picture  in  wall- 
paper could  be  hung  so  as  to  preserve  a  pictorial  unity. 1 4 

Wallpaper  had  known  all-over  pictorial  decoration. 
Eighteenth-century  imported  Chinese  wallpapers  had 
been  non-repeating  in  design.  The  artist  and  engraver, 
John  Baptist  Jackson  (1702-c.  1780),  had  published 
wallpapers  after  Italian  paintings  and  paintings  by 
Louis  Michel  Van  Loo  and  Hubert  Robert  were 
frankly  reproduced  in  the  1780s  by  the  Parisian  manu- 
facturers Arthur  and  Robert  for  use  as  overdoors  or  in 
association  with  panels  of  decoration.  The  inspiration 
which  promoted  scenic  wallpapers  is  still  a  matter  of 
conjecture  but  hints  as  to  the  evolution  of  a  taste  for 
continuous  landscapes,  containing  no  single  focal 
point,  do  exist  and  a  few  may  be  mentioned  here. 
Henri  Clouzot  pointed  to  an  invention  of  Louis 
Carrogis,  known  as  Carmontelle  (171 7-1 809),  whereby 
plans  for  laying  out  the  gardens  of  Monceau  were 
presented  to  his  patron  the  Duke  of  Chartres  in  the 
form  of  a  gouache  drawing  eighteen  metres  long, 
rotated  in  front  of  a  chinese  lantern.  This  design  of 
1785,  now  in  the  Musee  Conde  at  Chantilly  bears  a 
close  resemblance  to  the  early  scenic  wallpapers  de- 
picting parks.15 

One  of  the  earliest  known  wallpapers  of  a  con- 
tinuous type  depicts  a  street  scene  of  the  Revolutionary 
period,  dating  from  about  1797  (No.  6).  The  sheets, 
mounted  on  a  screen,  are  printed  in  distemper  colours 
and  the  stony  foreground  and  the  clouds  in  each  are 


6.  Street  scene  at  the  time  of  the 
French  Revolution,  anonymous, 
c.  1797,  polychrome  mounted 
on  a  screen,  59  X  164  cm. 
M.  Robert  Carlhicm  Collection,  Paris. 


Below. 

7.  Les Jardins  de  Bagatelle,  attributed 
to  Francois  Robert,  c.  1800, 
polychrome,  mounted  on  a  screen. 
Private  collection. 


printed  from  the  same  blocks.  It  is  clear  that  the  desig- 
ner of  this  paper  made  a  serious  attempt  at  creating  a 
wall  decoration  which  could  be  studied  from  more 
than  one  angle,  since  two  vanishing  points  are  used. 
The  lively  anecdotal  character  of  this  street  is  derived 
from  popular  engravings.16  A  wallpaper  decoration  of 
about  1800  attributed  to  the  manufacturer  Francois 
Robert  of  rue  Louis-le-Grand  in  Paris  shows  a  more 
fluent  composition  and  effectively  reduces  the  scale  of 
the  figures  to  allow  the  trees  a  more  decorative  effect 
(No.  7).  The  elegant  figures  in  their  Directoire  costume 
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echo  Debucourt's  fashion  plates  in  "Modes  et  Maniercs 
cln  jour  a  Paris',  printed  between  1789  and  1808,  and 
they  are  seen  in  the  Gardens  ot  Bagatelle  in  the  Bois  de 
Boulogne,  which  can  be  identified  by  the  Chinese 
bridge,  one  of  its  many  picturesque  ornaments. 1 7  Both 
of  these  wallpapers  are  extended  pictorial  decorations, 
but  they  do  not  convey  the  space  and  imaginative 
scope  of  either  the  Vues  de  Suisse  or  the  Saw  ages  de  Ita 
Mer  du  Pacifique.  The  painted  panoramas  which  first 
made  their  appearance  in  Paris  in  1800  enjoyed  a  great 
vogue  and  it  is  reasonable  to  suggest  that  they  gave  a 
new  impulse  to  all-over  pictorial  effects  towards  which 
w  allpapers  were  then  tending. 

The  idea  of  the  panorama  is  rooted  in  British  topo- 
graphical painting  and  drawing  of  the  eighteenth 

8.  Les  Salvages  de  la  Mer  du  Pacifique, 

sheets  n-16, 

Dufourct  Cie.,  1805. 

An  incomplete  set  of  this  wallpaper  is 

held  by  the  Philadelphia  Museum  of  Art. 

Private  collection. 


?1  I 


century  and  its  development  makes  a  fascinating 
story.18  Early  examples  were  all  painted  on  a  flat  sur- 
face, but  it  was  Robert  Barker  (1739-1806),  an  Irish 
portrait  painter  living  in  Edinburgh  who  first  con- 
ceived the  idea  of  painting  on  a  cylindrical  surface 
when  he  produced  a  view  of  the  entire  city  from 
Carlton  Hill.  This  technique  was  patented  in  1787  and 
the  large  circular  painting  was  exhibited  in  Edinburgh 
and  London  in  1792.  In  1799  Robert  Fulton,  an  Ameri- 
can painter,  acquired  a  ten-year  import  licence  to 
introduce  Paris  to  this  new  fashion  but  passed  it  on  to 
two  compatriots,  Mr.  and  Mrs.  James  Payer  who  open- 
ed two  rotundas  in  the  Jardin  d'Apollon  near  the 
Boulevard  Montmartre.  In  one  was  exhibited  a  pano- 
rama of  Paris  and  in  the  other  the  Siege  of  Toulon, 
painted  by  the  artists  Fontaine,  Denis,  Prevost  and 
Bourgeois. 19  In  a  report  of  1800  to  the  Institut 
National  des  Sciences  et  des  Arts,  a  group  of  members 
concluded  that  the  panorama  deserved  .  .  Le  plus 
grand  encouragement  comme  objet  a  la  fois  d'inven- 
tion  et  d'utilite'.20 

In  the  descriptive  pamphlet  which  accompanied  his 
first  scenic  paper  Dufour  stressed  its  edifying  and 
informative  aspect,  providing  each  sheet  with  historical 
notes  about  the  discovery  of  each  of  the  islands  and 
incidents  related  to  Captain  Cook's  explorations 
which  were  described  by  reference  to  the  accounts  of 
La  Harpe.21  One  of  the  sheets  in  the  wallpaper  illus- 
trates 111  the  middle  distance  the  disturbance  on  the 
beach  in  Owhyhcc  in  which  Cook  met  his  death.  This 
wallpaper  was  alternatively  referred  to  as  the  Voyages 
of  Captain  Cook  and  was  in  response  to  the  popular 
enthusiasm  for  Cook  and  the  exotic  idea  of  the  Pacific 
which  his  name  evoked.22  Dufour  hoped,  as  he  ex-  j 
plained  in  his  pamphlet,  that  by  means  of  new  com- 
parisons a  community  of  taste  and  enjoyment  could 
be  made  between  those  who  lived  in  a  state  of  civilis- 
ation and  those  who  were  limited  at  the  outset  by  the 
use  of  their  native  intelligence  alone.  David  Watkin 
has  pointed  out  that  at  this  date  a  belief  was  held  that 
savages,  like  those  on  the  island  of  Tahiti,  had  reached 
a  point  of  development  similar  to  that  of  the  ancient 
Greeks.23  The  novelty  of  this  wallpaper,  its  rich  colours^ 
and  large  scale  assured  its  success  and  prompted  a; 
succession  of  panoramic  papers  which  dealt  with  the 
primitive,  thereby  satisfying  in  France  the  same  desire 
for  oriental  or  foreign  views  which  had  made  the 
aquatints  by  William  Daniell  so  popular  in  England. 
Dufour's  Vues  de  I' hide  of  18 15,  several  sheets  of  which 
are  held  by  the  Whitworth  Art  Gallery,  Manchester, 
featured  temples,  a  tiger  hunt  and  European  nabobs 
observing  a  native  dance.24  In  1826  there  followed  Les 
Incas  ou  la  Destrucion  de  I'Empirc  de  Perou,  and  up  to  the' 
1 830s  Zuber  published  wallpapers  of  this  type  cover- 
ing Indian,  Chinese,  Turkish  and  American  subjects. 

Gardens  and  Parisian  park  scenes  enjoyed  a  great 
success  throughout  the  Empire  and  the  Restoration,  to 
the  point  that  new  editions  contained  figures  wearing 
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9-  Les  Monuments  de  Paris,  Below. 

Dufour  et  Cie.,  1814,  10.  Psyche  ct  Cupidon,  Psyche  an  Bain, 

each  sheet  approx.  49.5  cm.  in  width.  Dufour  et  Cie.,  1816, grisaille, 

Victoria  and  Albert  Museum,  London.  each  sheet  152.4  X  56.4  cm. 

Victoria  and  Albert  Museum,  London. 
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updated  fashions.  The  painted  panorama  of  Paris, 
exhibited  in  icSoo  suggested  another  wallpaper  decora- 
tion, Les  Monuments  de  Paris  (No.  y),  published  by 
Dufour  in  1814  from  designs  attributed  to  Jean  Broc 
(1780-1850).  Like  the  painted  panorama  it  takes  the 
same  viewpoint  from  the  dome  of  the  Tuilerics  and 
shows  the  buildings  and  monuments  artificially  advanc- 
ed towards  the  river  bank.25 

The  general  disruption  which  came  with  the  close  of 
the  Empire  and  the  Hundred  Days  possibly  delayed 
the  publication  in  18 16  of  Dufour's  masterpiece 
Psyche  et  Cupidon,  for  which  an  explanatory  pamphlet 
had  been  printed  the  year  before.  This  wallpaper 
decoration  was  printed  in  grisaille  and  comprised 
twelve  distinct  scenes  intended  to  be  separated  by 
ornamental  strips.  The  subject  was  taken  from  Jean  de 
La  Fontaine's,  'Les  Amours  de  Psyche',  1669;  this 
version  of  a  story  told  in  Apuleius'  'Metamorphoses, 
iv'  appealed  to  French  artists  working  in  the  Neo- 
classical style  as  it  contains  many  descriptions  of  Classi- 
cal architecture,  sculpture  and  gardens.26  Dufour 
sought  cartoons  from  the  artist  Louis  Lafittc,  men- 
tioned above,  who  had  won  the  first  Grand  Prix  de 
Rome  in  1791  and  after  the  Restoration  became 
Dessinateur  du  Cabinet  du  Roi.  Lafitte  exhibited  four 
of  the  original  designs  in  the  Paris  Salon  of  18 17,  one 
of  which  was  for  the  scene  Psyche  au  Bain  (No.  10). 
Merry-Joseph  Blondel  (1 781-185 3)  contributed  two 
other  designs. 

Francois  Gerard  had  already  illustrated  a  version  of 
La  Fontaine's  book  for  Didot  when  he  painted  his 
famous  Psyche  receiving  Cupid's  first  Kiss,  now  in  the 
Louvre,  and  in  Blondel's  scene  of  reconciliation  Venus 
embraces  Psyche  with  the  same  delicacy.  Again,  the 
scene  in  which  Psyche  is  carried  off  by  the  Zephyrs 
clearly  copies  Prud'hon's  large  painting  of  1808  which 
is  also  in  the  Louvre. 

This  series  of  wallpaper  'paintings'  is  a  far  cry  from 
La  Galerie  Mythologique.  The  sculpture  reliefs  which 
those  paper  decorations  ressembled  now  appear  in 
these  animated  dream  interiors  of  the  First  Empire. 
For  this  tour  de  force  of  printing  Xavier  Mader  super- 
vised the  engraving  of  the  blocks,  one  and  a  half 
thousand  in  number;  they  were  purchased  in  1865  by 
the  firm  of  Dcsfosse  and  Karth  who  produced  five 
editions  of  this  popular  series  up  to  193 1.  But  there 
existed  within  a  few  years  of  its  first  publication  the 
opinion  that  wallpaper  should  essentially  be  an  ephe- 
meral form  of  decoration.  At  the  Fifth  Public  Exhib- 
ition of  Products  of  French  Industry,  held  in  18 19, 
Psyche  et  Cupidon  was  awarded  a  silver  medal.  In  its 
report  the  jury  commented  on  the  new-found 
superiority  of  the  industry  which  would  be  maintained 
while  the  imagination  and  taste  of  artists  was  sought. 
But  they  also  stressed  that  the  art  must  recognise  its 
limits  and  not  attempt  to  rival  painting.  Costs  should 
furthermore  be  low  to  allow  for  the  more  frequent 
renewal  of  moderately  priced  papers.27 


Wallpapers  by  Dtifour  et  Cie. 


Even  so  Dufour  had  successfully  made  these  elabo- 
rate productions  an  economic  possibility.  During  the 
1820s  and  up  to  1836  when  Amable  Leroy  passed  over 
.  the  business  to  Lapeyre  and  Drouard,  the  firm  con- 
tinued to  publish  some  beautiful  panoramic  wall- 
papers. Their  technique  and  compositional  effects  were 
enhanced  and  their  subjects,  while  still  appealing  to  the 
Grecian  taste,  increasingly  betrayed  a  romantic  and 
literary  mood.  However  the  slow  hand  block-printing 
methods  required  by  these  luxurious  wallpapers  were 
soon  to  be  overshadowed  by  mechanisation  which 
ultimately  forced  manufacturers  and  designers  alike 
to  turn  their  attention  towards  the  production  of  pat- 
terned papers.  By  the  early  1840s  this  rich  and  imagina- 
tive phase  in  the  history  of  wallpaper  had  come  to  a 
close. 
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PREMIER  PEINTRE 
DE  LEMPEREUR 

The  role  of  Jacques-Louis  David  under  the  Empire 
Paul  Spencer  -  Longhurst 


When  Napoleon  first  rose  to  fame  in  France,  David  had  already  been  for  over  ten  years  the  leading  artist  of 
his  day,  with  seminal  works  such  as  The  Oath  of  the  Horatii  and  The  Death  of  Marat  accepted  as  classics  in  their 
own  right.  The  period  1 797-1815  is,  therefore,  chiefly  interesting  for  the  new  directions  his  art  took  under  the 
patronage  of  the  First  Consul  and  Emperor. 


David  first  met  Bonaparte  at  an  official 
reception  given  in  the  Luxembourg  for 
the  young  General  on  his  victorious 
return  from  the  Italian  Campaign  of 
1797.  The  two  men  had  been  anxious  to  make 
each  other's  acquaintance  for  some  time,  and 
shortly  afterwards,  Napoleon  managed  to 
arrange  that  they  should  sit  next  to  each  other  at 
a  private  dinner-party.  It  was  as  a  result  of  this 
encounter  that  David  secured  a  sitting  for  a  large 
portrait,  or  rather,  battle-painting,  which  would 
show  the  General  in  an  Alpine  setting,  holding 
the  Treaty  of  Campo  Formio,  and  surrounded  by 
his  staff  officers.  The  sitting  itself  lasted  only  three 
hours,  yet  David,  fixed  by  a  recent  reading  of 
Plutarch1  and  the  great  success  of  his  pupil  Gros' 
Romantic  interpretation  of  Bonaparte  at  the  Bridge 
of  Areola  (No.  2)  of  1796,  rushed  into  headlong 
admiration  of  his  model.  'Oh!  mes  amis',  he 
rhapsodised  to  his  assembled  school,  'quelle  belle 
tete  il  a!  C'est  pur,  e'est  grand,  e'est  beau  comme 
l'antique!  .  .  .  Enfin  c'est  un  homme  auquel  011 
aurait  eleve  des  autels  dans  l'antiquite  .  .  . 
Bonaparte  est  mon  heros'.2  Napoleon,  however, 
was  a  most  unwilling  sitter  so  that  the  picture  was 
of  necessity  abandoned,  with  only  the  head  any- 
thing like  complete,  the  rest  of  the  torso  sketched 
in  lightly  (No.  1).  Nevertheless,  even  this  surviv- 
ing fragment3  well  demonstrates  in  its  sculptural 
yet  sensitive  rendering  of  Napoleon's  features 
David's  supreme  ability  as  a  portraitist  -  an  aspect 
of  his  oeuvre  which  is  all  too  often  overlooked. 
After  the  victory  of  Marengo  in  1800,  David 
i  was  re-inspired  and  embarked  on  a  second 
portrait,  Bonaparte  crossing  the  Saint  Bernard  Pass 
(see  p.272).  This,  too,  combined  portraiture  with 
action,  showing  the  First  Consul  (which  Napoleon 
had  become  in  November  1799)  as  the  hero 
leading  his  army,  'calme  sur  un  cheval  fougueux', 
as  he  himself  had  requested,  before  a  wild  back- 
ground of  mountains  and  stormy  sky.  With 
outstretched  right  arm  he  points  forward  over 
the  peaks  through  which  the  defiles  of  his  army 
are  already  passing.  The  scene  is  one  of  sublimity 
and  unrestrained  grandeur;  of  destiny  seen  at 
Work,  personified  in  the  living  Heir  to  those 
giants  of  history  whose  names  are  symbolically 
carved  in  the  very  rock  over  which  the  conqueror 
passes.  There  is  a  very  definite  sculptural  quality 
about  horse  and  rider,  whose  pose  actually  recalls 
Falconet's  statue  of  Peter  the  Great,  dedicated  in 
1782  in  St.  Petersburg;  evidently  David  already 
saw  Napoleon  as  equal  in  status  to  that  great 
'eader,  though  it  also  seems  likely  that  he  would 


1.  Jacques-Louis  David.  Head  of  Napoleon,  1797/8,  81  X  65  cm.  Louvre. 
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2.  Antoine  Jean  Gros. 
Bonaparte  at  the  Bridge  of  Areola, 
1796,  exhibited  Salon  1S01. 
Versailles. 


4.  Jacques-Louis  David.  The  Intervention  of  the  Sabine  Women 
signed  and  dated  'David  Fbat  Anno  1799',  386  X  520  cm.  Louvre. 


have  been  familiar  with  the  Louis  xiv  on  horse- 
back by  R.  A.  Houassc,  a  pupil  of  Charles  Lcbrun 
at  Versailles  (No.  3).  In  colour  the  painting  is 
solemn  but  plangent;  for  the  first  time  David 
uses  that  lighting  and  richness  of  colour  favoured 
by  Gros  and  other  proto-Romantic  artists  of  the 
period,  and  ultimately  deriving  from  Rubens  and 
the  Venetians.  The  ruby-red  of  Napoleon's  wind- 
swept cloak  contrasts  strongly  with  the  misty 
greys  and  blues  all  around  and  throws  the  head 
of  his  horse  into  stark  silhouette,  firmly  dividing 
the  front  part  of  the  picture  from  the  stormy 
valley  and  watery  sky  which  stretch  away  into 
the  distance  behind.  Such  a  landscape  background 
is  unusual  within  David's  oeuvre  as  a  whole  and 
must  have  been  painted  from  drawings  or  en- 
gravings rather  than  from  the  life.4 


3.  Rene-Antoine  Houasse, 
possibly  after  Charles  Lcbrun. 
Louis  xiv  on  horseback, 
1674?,  255  X  200  cm. 
Versailles. 


This  very  energetic  picture  contrasts  strongly 
with  David's  work  hitherto,  particularly  with 
the  rigidly  Grecian  Intervention  of  the  Sabine 
Women  (No.  4)  which  he  had  completed  shortly 
before,  in  1799.  Indeed,  nothing  could  be  further 
removed  from  the  lattcr's  static,  restrained 
organisation  of  mass.  The  difference  testifies  to  a 
change  of  style  brought  about  by  the  catalyst  of 
Napoleon's  personality.5  The  essential  modernity 
of  David  as  an  artist  -  that  suppressed  part  of  his 
nature  which  infrequently  but  effectively  trium- 
phed over  his  obsessive  concern  with  observing 
the  traditions  of  Classical  art,  and  which  briefly 
emerged  in  such  paintings  as  The  Dead  Marat  or 
Madame  Seriziat  -  found  a  new  vehicle  in  his 
hero.  What  is  more,  art  encroached  on  life  as 
had  happened  before,  and  the  ex-Jacobin  found 
himself  dominated  entirely  by  Napoleon  from 
the  very  beginning  of  the  latter's  career,  when 
David  acquiesced  in  the  coup  d'etat  of  Brumaire 
with  hardly  a  murmur,  to  the  end,  when,  despite 
all  advice  to  the  contrary,  he  signed  the  Actes 
Additionnels  just  before  Waterloo,  thereby  re- 
affirming his  loyalty  to  the  doomed  Emperor.  He 
had  vowed  to  have  nothing  more  to  do  with 
politics  or  personalities  after  the  inglorious  end 
of  his  own  political  career  during  the  Revolution, 
but  his  naive  and  impetuous  temperament  got 
the  better  of  him. 

Nor  was  Napoleon  slow  to  realise  the  absolute 
necessity  of  having  on  his  side  someone  of 
David's  enormous  reputation,  versatility  and 
experience  in  the  political  uses  of  art.  From  before 
their  first  meeting  he  had  flattered  the  artist  with 
his  attentions  and  marks  of  friendship,  and  by 
January  1800  there  was  a  rumour  in  Paris  that 
David  was  to  be  given  the  'Direction  supreme 
des  Beaux-Arts'  as  an  official  position  in  the  new 
Consular  Government.  The  next  month  Napo- 
leon did  in  fact  sign  a  decree,  nominating  him 
'Peintre  du  Gouvcrncment',  though  this  appoint- 
ment was  declined  by  the  artist.  Signs  of  favour 
continued  to  be  shown  to  him,  nevertheless:  in 
December  1803  he  was  nominated  Chevalier  of 
the  newly-created  Legion  of  Honour  in  recog- 
nition of  his  services,  and  a  year  later,  following 


the  institution  of  the  Empire,  he  was  made 
'Premier  Peintre  de  l'Empereur'. 

Perhaps  not  surprisingly,  David's  inclination 
towards  a  Baroque  interpretation  of  the  burgeon- 
ing Napoleonic  saga  increased  as  his  privileged 
position  was  strengthened.  On  2  December  1804, 
he  was  present  as  official  artist  at  the  Coronation 
of  Napoleon  and  Josephine  in  Notre-Dame  in  the 
presence  of  Pope  Pius  vn.  He  had  been  commis- 
sioned to  paint  four  great  pictures  commemorat- 
ing this  ceremony  and  its  attendant  festivities,  a 
series  which  the  Emperor  envisaged  should  form 
part  of  a  'Galerie  de  David',  to  rival  the  Rubens 
Gallery  at  the  Luxembourg.6  From  that  moment, 
David,'  forgetting  everything  else  on  hand,  threw 
himself  into  the  project  with  total  and  exclusive 
zeal.  He  was  vibrant  with  joy  at  his  appointment 
as  First  Painter  to  the  Emperor  -  a  title  which! 


5.  Jacques-Louis  David. 
Pope  Pius  vn,  1 805,  signed  and  dated 
top  left  'Lud.  David  Parisiis  i8o}\ 
86  X  71  cm.  Louvre. 
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6.  Sir  Peter  Paul  Rubens. 
Coronation  of  Marie  dc'  Medici, 
1621-1625,394  x  727  cm. 
Louvre. 


in  his  historical  mind  revived  Lebrun's  special 
relationship  to  Louis  xiv  and  even  that  of  Apelles 
to  Alexander.  His  pride  was  expressed  in  the 
original  signature  he  wrote  in  capitals  on  the 
contemporary  portrait  of  Pope  Pius  vn  (No.  5) : 
'napoleonis  francorum  imperatoris  primarius 
pictor  lud.  david,  paris  iis  1805'.7 


He  set  up  the  huge  canvas  for  the  first  painting 
of  the  Coronation  series  in  the  former  Cluny 
Church,  the  only  available  building  in  Paris 
large  enough  to  take  it.  This  picture  is  usually 
known  as  The  Coronation  of  Napoleon  (No.  7), 
although  it  depicts  the  moment  when  Napoleon 
turned  and  placed  the  crown  on  the  head  of  his 
wife.  David's  treatment  of  the  subject  confirms 
the  turn  his  art  had  already  taken  towards  Rubens 
and  Gros:  the  only  vestige  of  the  'pure  Greek' 
concern  with  beauty  in  repose  is  to  be  discerned 
in  the  static  quality  of  the  action.  But  it  is  couched 
in  painterly  devices  of  colour  and  spectacle.  The 


ceremony  is  viewed  from  a  point  to  the  right  of 
the  chancel  -  an  arrangement  deriving  from 
Ruben's  Coronation  of  Marie  de'  Medici  (No.  6). 
which  has  recently  been  reinstated  at  the  Luxem- 
bourg after  twenty  years  in  store.8  But  the 
composition   is  unmistakeably   Da  vidian:  the 

7.  Jacques-Louis  David. 

The  Coronation  of  Napoleon, 

signed  and  dated  '1805/7,  L.  David f 

1805-1807,  exhibited  Salon  1808, 

610  X  931  cm. 

Louvre. 
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frieze-like  disposition  of  the  main  group  is  in  the 
traditions  of  French  Neo-classical  painting,  while 
the  lighting,  which  gave  the  artist  much  trouble, 
is  simultaneously  theatrical  yet  cold,  illuminating 
the  scene  from  the  top  left,  and  highlighting  the 
different  textures  of  marble  and  carpet.  David 
dwelt  with  relish  on  the  uniforms  and  vestments 
of  those  present,  bringing  out  the  finery  of  satin, 
brocade  and  jewels  with  succulent  brush-strokes, 
a  well-established  trait  in  his  art,  which  goes  back 
to  his  first  portraits  and  stems  from  the  Rococo 
artists  of  the  preceding  generation,  Boucher  and 
Chardin.  His  accurate  portrayal  of  the  uniforms, 
on  the  other  hand,  together  with  the  overall  red 
effect  of  the  picture  come  from  his  consciousness 
of  the  work  of  Gros,  who  by  now  had  several 
major  Napoleonic  pictures  to  his  credit.  A  similar 
roseate  hue  pervades  the  contemporary  portrait 
oiPius  vn  (No.  5).  Napoleon's  chivalrous  gesture 
in  crowning  the  Empress  was  an  afterthought, 
and  seems  to  have  been  suggested  by  Gerard, 
David's  pupil,  and  himself  an  artist  increasingly 
popular  with  the  Emperor.  It  was  a  conceit 
greatly  appreciated  by  Napoleon,  who  was  ex- 
tremely pleased  with  the  work  altogether  and 
spent  over  an  hour  examining  it  at  the  beginning 
of  1808  in  David's  atelier,  pronouncing  his  ap- 
proval with  the  words,  'C'est  bien,  Monsieur 
David,  jc  suis  fort  content',  adding  in  character- 
istically military  fashion,  as  he  left,  'Je  vous 
salue'.  Shortly  afterwards,  the  picture  was  ex- 

8.  Jacques-Louis  David. 

The  Tennis  Court  Oath, 

signed  and  dated 

'J.  L.  David faciebat  anno  1791', 

pen  and  bistre  wash, 

65  X  100  cm. 

Versailles. 


hibited  to  vast  crowds  in  the  Grand  Salon  of  the 
Louvre. 

In  1806  David  had  written  of  the  work 
prophetically,  'Je  me  glisserai  a  la  posterite  a 
l'ombre  de  mon  heros'.  To  modern  eyes,  how- 
ever, it  hardly  seems  a  satisfactory  composition, 
and  this  must  surely  be  because  the  artist  was 
concentrating  on  the  general  and  the  particular 
at  once.  While  trying  to  record  for  posterity  the 
supreme  episode  in  the  Napoleonic  story  he  had 
to  include  within  it  a  host  of  individual  portraits. 
Aware  as  he  was  of  the  importance  of  overall 
effect  in  such  a  political  work,  he  was  yet  deeply 
concerned  with  the  study  of  each  separate 
personality,  and  had  stood  behind  the  high  altar 
at  the  ceremony,  making  countless  sketches  of 
those  present  -  sketches  which,  with  the  help  of 
additional  sittings,  he  afterwards  worked  up  into 
oil-studies,  or,  as  in  the  case  of  Pius  vn,  into 
finished  portraits.  In  doing  this,  he  was  reverting 
to  his  practice  fifteen  years  previously  at  the 
time  of  working  on  The  Tennis  Court  Oath  (No. 
8),  for  which,  though  he  never  completed  the 
painting  itself,  he  produced  many  beautiful 
portrait-studies  from  the  life.  It  may  be,  indeed, 
that  he  saw  in  the  commission  for  The  Coronation 
an  opportunity  to  vindicate  his  desire  to  use  art 
in  the  service  of  the  State  -  a  desire  that  had  been 
frustrated  in  the  case  of  the  unfinished  Tennis 
Court  Oath.  Whether  or  not  this  is  so,  there  is  a 
similar  frozen  grandiloquence  about  the  two 
works  which  contrasts  strongly  with  the  free 
expressiveness  of  their  component  portrait- 
studies.9 

At  the  Salon  of  1808,  where  The  Coronation 
was  exhibited,  David  was  created  an  Officer  of 
the  Legion  of  Honour.  Yet  shortly  afterwards, 
in  1 810,  the  commission  for  the  Series  as  a  whole 
was  curtailed  from  four  to  two  pictures,  and  he 


was  ordered  to  alter  the  second  of  these,  The  Oath 
of  the  Army  (No.  9)  on  which  he  had  been  work-  ! 
ing,  so  as  to  delete  the  figure  of  the  now  divorced 
Josephine.  For  Napoleon,  who  had  recently 
wedded  Marie-Louise  of  Austria,  wanted  *o 
forget  his  former  marriage.  Moreover,  money 
was  beginning  to  run  short  on  account  of  the  II 
Continental  System  of  blockade  and  the  war  in 
Spain  and  Portugal,  and  artistic  projects  were  the 
first  to  be  shelved.  The  Emperor's  favour,  always 
important  to  David  as  a  means  of  protection  from 
his  many  critics  and  enemies,  was  at  this  crucial 
moment  becoming  less  abundant.10  Increasingly 
David  began  to  feel  his  office  of  Premier  Peintre  a 
meaningless  title.  He  thought  himself  particularly  I 
threatened  by  the  power  of  the  antiquarian  poly- 
math, Vivant  Denon,  who  had  been  made  in  1802 
'Directeur  des  Musees'.  This  at  first  had  been  in-  y 
tended  as  a  job  concerned  with  the  museums,  and  1 
in  particular,  the  newly-created  Musee  Napoleon 
at  the  Louvre,  but  Denon,  ironically  a  former  | 
protege  of  David  during  the  Revolution,  had 
succeeded  in  making  himself  indispensable  to 
Napoleon  as  his  arbiter  of  taste.  From  1804,  the 
power  of  the  Minister  of  the  Interior,  hitherto 
the  directing  force  of  State  patronage  of  the  , 
Arts,  was  purely  nominal  in  this  field,  leaving  1 
Denon  in  control  over  the  exhibitions  at  the  I 
Salon  and  the  commissioning  of  works  of  art  for  j 
palaces  and  official  buildings  throughout  the  j 
Empire  -  functions  David  believed  to  be  within  i 
the  province  of  the  Premier  Peintre,  citing  to  1 
support  his  claim  a  century  and  a  half  before  the 
precedent  of  Lebrun.  But  as  the  Emperor  became  '  ' 
more  engrossed  with  the  deteriorating  political 
situation  he  relied  increasingly  on  Denon's  advice  i  ■  - 
in  the  artistic  field.  It  was,  therefore,  David's 
great  misfortune  that  Denon  refused  to  recognise  .  I 
his  position  of  pre-eminence,  regarded  his  prices  ; ;  I 


If 
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9.  Jacques-Louis  David.  The  Oath  of  the  Army, 
signed  and  dated  'L.  David  Fbat  1810', 
exhibited  Salon  1810,  610  X  971  cm.  Versailles. 


10.  Jacques-Louis  David.  Leonidasat  Thermopylae, 
1803/4;  1813/14,  signed  and  dated  'L.  David,  1814', 
392  X  533  cm.  Louvre. 
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ii.  Jacques-Louis  David. 
Napoleon  in  his  study,  signed  and  dated 
'Lud  David  opus  181 2',  203  X  125  cm. 
National  Gallery  of  Art,  Washington, 
Samuel  H.  Kress  Collection. 

as  far  too  high,  and,  even  worse,  preferred  Gros 
and  Prud'hon  as  artists.1 1 

In  1813  David  took  up  again  a  Classical  picture, 
Leonidas  at  Thermopylae  (No.  10)  which  he  had 
left  in  1804  in  order  to  work  entirely  for  Napo- 
leon on  the  Coronation  series.  He  was  now  load- 
ed with  honours  at  home  and  abroad12  but  had 
little  real  work  on  hand,  so  that  apart  from  this 
resumed  Grecian  painting  his  production  during 


the  last  years  of  the  Empire  was  mainly  limited 
to  portraiture  for  private  clients,  as  it  had  been  in 
the  years  preceding  the  Consulate.  The  last 
complete  work  he  painted  for  the  Emperor  was 
also  a  portrait,  Napoleon  in  his  Study  (No.  11), 
begun  in  18 10  for  the  Marquis  of  Douglas,  but 
not  finished  until  two  years  later.  As  an  allego- 
rical piece,  it  retains  the  atmosphere  of  Tlie 
Coronation  (No.  7)  but  reduces  it  to  the  more 
intimate  scale  and  context  of  Napoleon's  study. 
The  Emperor  is  shown  full-length  in  his  uniform 
as  Colonel  des  Grenadiers  a  pied  de  la  Garde  in 
the  very  centre  of  the  picture,  having  just  risen 
from  his  desk  after  a  night  of  work.  The  details  of 
his  study13  are  set  out  in  such  a  way  as  to  tell  the 


story  of  his  indefatigable  labour,  which  is  reminis- 
cent of  David's  portrait  of  Alphonse  Leroy  (No. 
12),  painted  thirty-  years  before.  The  inclusion  of 
furniture  and  other  background  details  is  excep- 
tional in  the  portraiture  of  David,  and  in  such  large 
quantities  may  be  seen  as  an  indication  of  a  loss  of 
confidence  in  his  own  picture-making  and  a 
turning  to  the  styles  of  the  more  successful  of  his 
pupils,  whose  methods  might  seem  more  in  tune 
with  the  times.  He  was  already  sixty-two  years 
old  in  1 8 10.  The  abortive  project  of  the  Prix 
Decennaux  that  same  year  made  him  aware  of 
increasing  competition:14  Gros  was  long  estab- 
lished as  a  conveyor  of  contemporary  events, 
Girodet  in  the  field  of  Biblical  and  mythological 
pictures  and  Gerard  as  a  portraitist  of  the  very 
highest  repute.  David  left  much  of  the  painting 
of  the  present  picture  to  Rouget,  the  pupil  who 
had  helped  him  with  The  Coronation,  and  some  of 
the  smooth,  cold,  evenly-lit  atmosphere  of  that  pic- 
ture is  noticeable  here.  In  showing  the  Emperor 
in  a  domestic  setting  but  in  uniform  David  is 
following  the  conventions  established  by  Gerard. 
At  the  same  time,  his  scrupulous  attention  to 
details,  such  as  the  key  in  the  side  of  the  clock,  and 
the  cordon  of  the  Legion  of  Honour,  just  show- 
ing under  Napoleon's  coat,  suggests  very  strongly 
a  reference  to  the  current  portrait-style  of  Ingres, 
while  at  the  back  of  the  room,  the  view  through 
the  open  door  into  a  further  room  shows  an 
affinity  with  Dutch  art  of  the  seventeenth 
century. 

Napoleon  considered  this  picture  his  best  like- 
ness, and,  right  to  the  end,  he  retained  a  great 
respect  for  David.  When  finally,  before  the 
disaster  of  Waterloo,  he  returned  from  exile  on 
Elba,  one  of  his  first  acts  was  to  visit  David's 
atelier,  admire  the  Leonidas  at  Thermopylae  (No. 
10)  and  make  the  artist  a  Commander  of  the 
Legion  of  Honour.  There  can  be  no  question, 
cither,  of  David's  unswerving  personal  loyalty  to 
him.  It  was  too  late,  however.  The  art  of  David 
was  already  passing  into  the  channels  it  would 
take  during  his  coming  years  in  exile  -  away  from 
the  Romanticism  of  his  Napoleonic  grand  man- 
ner and  back  towards  the  Classical  set-piece  and 
the  portrait.  With  Napoleon  on  St.  Helena,  there 
could  be  no  more  epic  art  and  David,  always 
sensitive  to  his  immediate  environment,  realised 
this  and  became  effectively  a  provincial  artist. 
One  aspect  of  his  painting  under  Napoleon's  pat- 
ronage he  did,  however,  retain,  and  that  was  his 
concern  with  colour  and  the  art  of  Rubens  and 
the  Flemish  painters.  Indeed,  it  was  to  a  con- 
siderable degree  his  admiration  for  Flemish  art 
which  made  him  decide  on  Brussels  as  his  home* 
for  the  last  ten  years  of  his  life,  after  his  banish- 
ment in  1 8 16  by  the  Law  of  12  January  against 
former  regicides. 


322 


Premier  Petntre  de  I  hmpcrctir 


12.  Jacques-Louis  David. 
Alplumse  Lcroy,  1783, 
72  X  91  cm. 
Montpellier. 


NOTES 

1 .  He  had  read  Plutarch's  'Romulus'  in 
connection  with  his  painting  of  The 
Intervention  of  the  Sabine  Women  (No.  4), 
on  which  he  was  working  from  1 795-1 799. 

2.  David  was  not  the  only  artist  to  remark  on 
Napoleon's  fine  'antique'  features;  Canova, 
who  saw  the  First  Consul  in  1802,  was  also 
greatly  taken  by  his  'antica'  head. 

3.  From  1826  the  picture  belonged  to  Vivant 
Denon,  who  had  it  cut  down  to  its  current 
size. 

4.  The  figure  of  Napoleon  himself  must  also 
have  been  derived  from  similar  sources,  since 
he  categorically  refused  to  sit  for  the  picture, 
believing  that  minute  accuracy  was  totally- 
unnecessary  for  effective  portrayal  of  the 
great.  For  David  it  was  hitherto  unheard  of 
to  paint  a  portrait  without  the  direct  stimulus 
provided  by  a  living  model,  and  he  agreed 

to  the  wishes  of  the  First  Consul  only  after 
much  protesting.  There  are  several  versions 
of  this  picture;  one  at  Malmaison,  originally 
commissioned  by  Charles  iv  of  Spain,  is 
almost  certainly  the  stock  portrait  from 
which  several  versions  were  made  by  David 
and  his  pupils. 

5.  David  revered  Napoleon  politically,  as  the 
logical  outcome  of  the  Revolution,  and 
emotionally,  as  a  heroic  figure.  This  was  not 
the  first  time  that  a  sudden  commitment  to 

a  new  ideal  or  personality  had  effected  a 
change  in  his  style  of  painting,  however. 
Delecluze,  his  pupil,  remarks  on  his 
impetuous  enthusiasms:  'La  celebrite  et 
l'apparition  d'un  nouveau  personnage,  pour 
lequel  David  se  prenait  d'enthousiasme,  ont 
ordinairement  echauffe  et  soutenu  sa  verve, 
chaque  fois  qu'il  a  execute  Fun  de  ses 
ouvrages  importance.  Les  Horaces  et 


Brutus,  Bailly,  Mirabeauet  Marat, 
Lconidas  et  Bonaparte  ont  etc 
successivement  ses  heros  de  predilection". 
(Del.,  'Louis  David,  son  Ecole  et  son  Temps', 
Paris  1855,  p.  247). 

6.  The  four  pictures  were  to  be  entitled : 
The  Coronation  of  tlie  Emperor  Napoleon  and 
Crowning  of  the  Empress  in  the  Church  of 
Notre-Dame  of  Paris,  2  December  1804; 
The  Enthronement  of  Their  Majesties  at 
Notre-Dame;  The  Oath  of  the  Army,  made  to 
the  Emperor  Napoleon  after  the  Distribution 
of  the  Eagles  on  the  Champs  de  Mars, 

5  December  1804;  The  Arrival  of  the  Emperor 
and  Empress  at  the  Hotel  de  Ville  of  Paris. 
Only  the  first  and  third  of  these  were 
painted,  though  drawings  exist  for  the 
fourth. 

7.  The  signature  was  followed  by  his  badge  of 
the  Legion  of  Honour.  After  181 5  the  words 
alluding  to  Napoleon  were  erased. 

8.  Number  10  of  the  Life  of  Marie  de'  Medici 
series,  now  in  the  Louvre. 

9.  There  is  also  a  close  parallel  of  subject-matter 
between  The  Tennis  Court  Oath  and  the 
second  picture  of  the  Coronation-scries, 
The  Oath  of  the  Army  (No.  9). 

10.  So  long  as  this  favour  lasted,  David  could 
afford  to  ignore  the  political  enmity  of  the 
Royalists  and  the  professional  enmity  of 
many  of  his  fellows  at  the  Institut.  He  could 
also  tolerate  the  strain  which  existed  between 
himself  and  officials  of  the  Government, 
particularly  over  the  question  of  money.  As 
early  as  1803  there  had  been  a  disagreement 
over  payment  due  to  him  for  The 
Intervention  of  the  Sabine  Women  (No.  4), 
and  others  followed,  particularly  concerning 
the  portrait  of  Pope  Pius  vn  (No.  5). 
Nor  would  the  bureaucrats  easily  allow  his 
claims  for  advances  against  the  Coronation- 
series,  or  even  his  requests  for  a  regular 
salary  as  First  Painter  -  matters  which 
Napoleon  tended  to  leave  to  them.  Perhaps 
the  first  sign  of  the  Emperor's  cooling 
towards  David  may  be  detected  in  his 


refusal  in  July  1806  of  a  portrait  of  himself 
in  Imperial  robes,  which  had  been  destined 
to  hang  in  the  Law  Courts  at  Genoa.  This 
picture,  interestingly,  was  composed 
according  to  the  tradition  established  by 
Rigaud  in  his  portraits  of  Louis  xiv  and 
Louis  xv  in  coronation  robes. 

1 1 .  It  was  Prud'hon,  not  David,  who  received 
the  two  major  commissions  connected  with 
the  Emperor's  second  marriage  in  1810:  the 
design  for  a  wedding-present  from  the  City 
of  Paris  and  the  decoration  of  the  Hotel  de 
Ville,  in  which  the  Sovereigns  attended  a 
ball  and  from  which  they  watched  a 
fireworks  display. 

12.  Between  July  1809  and  March  i8i2he 
was  voted  a  Member  or  Associate  of  the 
following  foreign  Academics:  the  Royal 
Institute  of  Holland;  the  Royal  Academy  of 
Munich;  the  Academy  of  Florence;  the 
Academy  of  Saint  Luke  at  Rome;  and  the 
Vienna  Academy. 

The  furniture  shown  was  not  that  actually 
to  be  found  in  Napoleon's  study  at  the 
Tuileries. 

The  awarding  of  the  Prix  Decennaux  was 
intended  every  ten  years  to  celebrate  the 
coup  d'etat  of  Brumaire,  Napoleon's  original 
seizure  of  power.  The  prize-categories 
covered  many  fields  of  endeavour,  but  for 
painting  there  were  two  classes:  'History' 
painting  and  'French'  painting  (or  'Subjects 
honourable  for  the  national  character'). 
David  had  entered  his  Intervention  of  the 
Sabine  Women  (No.  4)  for  the  former  and 
The  Coronation  of  Napoleon  (No.  7)  for  the 
latter,  but  Napoleon,  who  had  the  final 
say  in  the  awarding  of  the  prizes,  while 
according  the  History  prize  to  David,  gave 
the  other  prize  to  Gros  for  his  Napoleon 
visiting  the  Plague-stricken  at  Jaffa.  This  was 
no  doubt  largely  for  political  reasons.  In  the 
event,  no  prizes  were  actually  accorded  to 
the  winners,  but  the  result  of  the  competition 
meant  considerable  loss  of  face  for  David. 
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America 

Joseph  T.  Butler 


I.  Machinery  Hall  from 
'1876:  A  Centennial  Exhibition". 
Robert  C.  Lautmm. 


1876:  A  CENTENNIAL  EXHIBITION 

The  style,  tempo  and  spirit  of  1876  are  energeti- 
cally recreated  in  this  exhibition  which  can  be 
seen  at  the  Smithsonian  Institution's  Arts  and 
Industries  Building  in  Washington,  DC.  The 
Centennial  Exhibition  was  held  in  Philadelphia 
in  1876  and  the  present  show  carefully  evolves  a 
feeling  of  that  most  important  American  inter- 
national exhibition.  Assembled  by  a  team  of 
curators  from  the  National  Museum  of  History 
and  Technology,  over  twenty-five  thousand 
objects  are  included  and  it  fills  an  entire  newly 
restored  building  occupying  over  an  acre  and  a 
quarter  of  floor  space. 

With  an  orchestrion,  a  giant  mechanical  organ, 
playing  jaunty  one  hundred-year-old  tunes  with 
such  vigour  they  can  be  heard  throughout  the 
four  exhibit  halls,  visitors  marvel  at  the  roar, 
whine,  and  thump  of  gigantic  century-old 
machines  brought  to  life  again  after  careful  resto- 
ration. They  once  again  see  the  thousands  of 
displays  that  charmed,  intrigued  and  baffled 
people  one  hundred  years  ago,  such  as  sculptures 
made  of  soap,  and  inventions  such  as  the  tele- 
phone and  fluting  iron. 

For  the  past  two  and  a  half  years,  curators 
have  been  carefully  researching  the  Centennial 
and  have  travelled  thousands  of  miles  gathering 
objects  sometimes  within  hours  of  the  wrecker's 
ball.  Their  quest  has  taken  them  to  museums, 
corporations,  private  collectors,  and  rural  crafts- 
men. Many  objects  are  actually  from  the  Phila- 
delphia Exposition  such  as  the  giant  totem  pole 
of  the  Northwest  Coast  Indians.  Afterthe  original 
cxplosition  closed,  the  Smithsonian  received 
forty-two  trainloads  of  materials  which  formed 
the  nucleus  of  the  Institution's  early  collections. 
Other  objects  arc  of  the  period  or  represent  those 
that  did  not  survive.  Every  country  and  state 
represented  in  the  original  exposition  was  con- 
tacted and  many  co-operated  fully.  Craftsmen 
were  enlisted  to  fabricate  objects  that  both 
replicated  those  shown  at  Philadelphia  and  which 
no  longer  survived,  and  which  are  in  the  style  of 
the  Centennial  exhibits.  Some  of  these  border  on 
the  eccentric  such  as  the  two-foot  high  sculpture, 
'Hatching  of  America's  Second  Century',  made 
of  soap  by  sculptress  Ann  P.  Lehman  of  Bethany, 
Connecticut.  The  sculpture  was  carved  from  a 
thousand-pound  block  of  soap  specially  made  by 
the  Colgate-Palmolive  Company  and  delivered 
to  her  studio. 


Liberty  bells  made  of  such  diverse  materials  as 
wheat,  wood,  salt,  tobacco,  and  dried  flowers 
were  made  by  hundreds  of  workers  in  different 
regions  of  the  country  to  duplicate  those  exhi- 
bited one  hundred  years  ago.  One  of  the  mare 
dramatic  recoveries  was  the  dismantling  of  the 
lens  and  clockwork  machinery  from  a  lighthouse 
in  Boston  Harbour  last  summer  with  assistance 
from  the  United  States  Coast  Guard.  Sometimes 
discoveries  were  made  in  the  Smithsonian's  own 
back  yard.  A  one  hundred-year-old  locomotive 
in  the  exhibition  stood  in  the  Kennedy  play- 
ground at  7th  and  o  Streets  nw  in  Washington, 
for  ten  years  before  it  was  acquired.  Cast  iron 
columns  from  a  nineteenth  century  gasholder 
being  dismantled  by  the  Baltimore  Gas  and 
Electric  Company  eight  or  nine  months  ago 
wound  up  in  the  states  section  of  the  exhibit 
when  a  curator  went  to  look  at  them  and  realised 
that  the  quality  of  workmanship  would  ideally 
represent  Baltimore's  then-important  foundry 
industry.  Ceramics,  glass  and  silver  in  the  exhibit 
come  from  museums  and  private  lenders.  Some 
items  in  the  women's  pavilion  come  from 
descendants  of  the  women  who  exhibited  in 
Philadelphia  in  1876. 

Because  the  Centennial  exhibition  featured 
agricultural  products,  special  crops  of  wheat  and 
corn  were  grown  for  this  exhibit  from  the  same 
kinds  of  seeds  used  in  1876.  The  range  and  scope 
of  the  exhibits  varies  widely  -  from  spectacular 
pieces  of  machinery,  such  as  a  refrigeration 
compressor  weighing  nineteen  tons,  to  an 
operating  printing  press;  from  Gatling  guns  and 
scientific  instruments,  to  files  and  furniture;  from 
a  ten-foot  tall  statue  of  Gambrinus  -  the  Flemish 
'King'  of  brewing  -  to  whales,  dolphins  and 
porpoises.  A  highlight  of  the  exhibit  under  the 
building's  ninety-six  foot  dome  is  the  original 
Italian  marble  fountain  made  by  Margaret  Foley, 
an  American  then  working  in  Italy,  which  stood 
in  the  centre  of  Philadelphia's  Horticural  Hall 
one  hundred  years  ago  and  is  on  loan  for  his 
exhibition.  Water  in  the  six-foot  fountain 
splashes  from  its  acanthus-leaf  top  to  sculptures 
of  children  playing  below,  then  spills  into  the 
basin.  Potted  palms,  flags,  gilded  eagles,  yards 
and  yards  of  bunting  overhead,  and  masses  of 
exotic  plants  surrounding  the  fountain  and 
balconies  make  this  an  exhibition  with  great 
appeal  for  young  and  old.  It  opened  on  10  May 
1976  and  is  scheduled  to  remain  on  view  for  two 
years. 


C ALDER'S  UNIVERSE 

Through  6  February  1977,  a  definitive  retro- 
spective of  the  works  of  Alexander  Calder  can  be 
seen  in  New  York  City  at  the  Whitney  Museum 
of  American  Art.  Concurrent  with  the  opening 
of  the  show  a  book  with  the  same  title  by  Jean 
Lipman,  American  art  authority  and  editor, 
appeared,  published  by  Viking  Press.  The  retro- 
spective is  divided,  as  is  the  book  on  which  it  is 
based,  into  seventeen  sections.  Each  section 
represents  his  accomplishment  in  a  different  area. 
Taken  together,  the  varieties  of  works  as  different 
one  from  the  other  as  toys  and  mobiles,  house- 
hold objects  and  oil  paintings,  make  a  clear 
statement  of  the  richness  and  scope  of  the  long 
career  of  the  man  most  widely  regarded  as 
America's  major  sculptor,  and  the  American 
artist  most  internationally  renowned. 

Alexander  Calder  was  bom  in  Lawnton, 
Pennsylvania  on  22  July  1898.  His  father  and 
grandfather  were  eminent  sculptors.  Although 
Calder  graduated  from  the  Stevens  Institute  of 
Technology  in  1919  with  a  degree  in  Mechanical 
Engineering,  it  had  been  evident  much  earlier 
that  he  was  likely  to  carry  on  and  expand  the 
family  tradition.  Before  he  had  entered  his  teens, 
he  had  already  set  up  a  workshop  and  was 
making  jewellery,  toys  and  gadgets. 

In  1923,  Calder  enrolled  at  the  Art  Students 
League  in  New  York  City  where  he  studied 
until  his  departure  for  Paris  in  1926.  During  the 
League  period,  he  created  his  first  wire  sculpture, 
a  rooster-sundial;  published  'Animal  Sketches',  a 
book  of  drawings;  made  his  first  wood  carving, 
Flattest  Cat  ;  and  had  an  exhibition  of  oil  paintings 
at  The  Artists'  Gallery  on  East  61  st  Street. 

Paris,  from  1926  on,  became  a  vital  factor  in 
Calder's  artistic  development.  In  Paris,  he  began 
to  give  performances  of  his  miniature  Circus  for 
friends  in  intellectual  and  artistic  circles  in  which 
he  became  a  fresh  and  admired  figure;  among 
those  friends  were  Pascin  and  Miro.  In  1929,  he 
had  his  first  one-man  Parisian  show  at  the  Gallerie 
Billiet.  At  the  same  time,  he  met  Louisa  Cushing 
James,  a  grandniece  of  William  and  Henry 
James,  who  later  became  his  wife. 


2.  Alexander  Calder. 
Green  Bell,  1971, 
Ambusson  tapestry,  79  X  54J  inches. 
Shirley  Polykoff,  New  York. 


A  visit  to  the  studio  of  Piet  Mondrian  in  1930 
became  a  particularly  important  day  on  the 
Calder  calendar.  Calder  himself  has  said  of  the 
meeting  with  the  great  Dutch  artist:  'This  one 
visit  gave  me  a  shock  that  started  things.  Though 
I  had  heard  the  word  "modern"  before,  I  did  not 
consciously  know  or  feel  the  term  "abstract".  So 
now,  at  thirty-two,  I  wanted  to  paint  and  work 
in  the  abstract'. 

The  following  year  Calder  had  a  show  of  his 
first  abstract  constructions.  In  1932,  his  first 
mechanised  sculptures,  operated  by  hand  cranks 
and  motors,  were  exhibited  at  the  Galerie 
Vignon.  Marcel  Duchamp  suggested  that  these 
works  be  called  'mobiles' ;  Hans  Arp  proposed  the 
name  'stabile'  for  the  stationary  constructions 
Calder  had  exhibited  the  previous  year. 

For  a  large  international  public  the  mobile  and 
the  stabile  have  long  been  a  synonym  for 
Alexander  Calder.  From  the  mid-i930s  onward 
he  has  continued  to  develop  and  vary  these  forms, 
creating,  to  mention  a  few  examples,  his  first 
outdoor  mobile,  Steel  Fish  (1934)  ;  his  first  large- 
scale  stabile,  Whale  (1937);  his  first  Towers,  a 
variety  of  wall  mobile  (195 1);  and  Gongs,  sound 
mobiles  (1952). 

Calder's  Circus  was  an  early  example  of  his 
fascination  with  theatre.  In  1935,  he  designed 
mobiles  for  Martha  Graham's  ballet,  'Panorama', 
and  in  1936  created  'plastic  interludes'  -  circles 
and  spirals  that  'perform'  on  an  empty  stage, 
setting  the  mood  for  each  movement  -  for  Miss 
Graham's  'Horizons'.  A  few  months  later  he 
produced  a  mobile  for  Eric  Satie's  symphonic 
drama,  'Socrate'.  The  artist's  work  in  the  theatre 
culminated  in  1968  with  the  production  of  his 
own  ballet,  'Work  in  Progress',  presented  at  the 
Rome  Opera  House. 

The  exhibition  will  travel  in  1977  and  can  be 
seen  5  March-i  May  at  the  High  Museum  of 
Art,  Atlanta,  Georgia;  5  June-14  August  at 
Walker  Art  Centre,  Minneapolis,  Minnesota; 
and  14  September-30  October  at  Dallas  Museum 
of  Fine  Arts,  Dallas,  Texas. 

LOUISE  HERRESHOFF: 
AN  AMERICAN  ARTIST 
DISCOVERED 

The  first  exhibition  of  works  by  an  American 
woman  artist  who  stopped  painting  fifty  years 
ago  was  seen  through  late  November  at  the 
Corcoran  Gallery  of  Art  in  Washington,  DC.  The 
artist  is  Louise  Herreshoff,  whose  paintings,  both 
oils  and  watercolours,  were  discovered  in  the 
attic  of  her  home  in  Providence,  ra,  after  she  and 
her  husband  donated  their  art,  porcelain  and 
antique  collections  to  Washington  and  Lee 
University  in  Lexington,  Va.,  in  1967. 

Herreshoff,  who  was  born  one  hundred  years 
ago  this  fall,  started  painting  at  the  end  of  the 
nineteenth  century,  stopped  painting  in  1926, 
and  died  in  1967,  never  having  exhibited  her 
works. 

She  had  ceased  painting  four  decades  before 
she  and  her  husband,  Euchlin  D.  Reeves,  made 
their  gift  to  Washington  and  Lee,  where  he  had 
earned  his  law  degree.  In  the  interim,  most  of 
them  had  become  totally  obscured  by  dust  and 
neglect.  But  when  James  Whitehead,  Washing- 
ton and  Lee  treasurer  and  long  a  friend  of  the 
Reeveses,  happened  to  wipe  one  painting  clean 
with  a  damp  cloth,  there  was,  he  recalls,  'an 
explosion  of  colour'. 

Whitehead  says:  'From  that  day  to  this,  my 
conviction  has   been   that  Louise  Herreshoff 


3.  Louise  Herreshoff. 
Aunt  Elizabeth, 
1926,  30  X  25  inches. 
Washington  and 
Lee  University  Collection. 

deserves  prominent  recognition  as  a  gifted  and 
forceful  American  woman  artist  of  the  turn  of 
the  century'.  Louise  Herreshoff  demonstrated 
considerable  talent  even  as  a  child.  In  1898  she 
moved  to  Paris  and  studied  at  the  Academie 
Julian  under  Jean-Paul  Laurent  and  at  Fontenay- 
aux-Rosc  with  Louis-Joseph-Raphael  Collin. 

The  gentle,  ethereal  quality  of  her  earliest 
works  soon  disappeared,  and  the  influence  of  the 
Impressionists,  particularly  the  experimentation 
with  vivid  colour  and  bold  strokes  that  would 
later  be  known  as  Fauvism  -  is  readily  apparent 
in  all  her  subsequent  work.  The  accompanying 
catalogue  includes  biographical  material ;  essays  by 
Roy  Slade  of  the  Corcoran,  Norman  Hirschl  of 
the  New  York  gallery  of  Hirschl  and  Adler,  and 
James  Whitehead  of  Washington  and  Lee;  and 
forty  colour  plates  together  with  numerous 
black-and-white  photographs.  The  exhibition 
will  travel,  and  an  itinerary  will  be  available  later. 
As  an  important  addition,  a  number  of  items 
from  the  two  thousand  piece  Reeves  Collection 
of  Chinese  Export  Porcelain,  assembled  by 
Louise  Herreshoff  and  her  husband,  will  be 
shown.  A  major  portion  of  this  collection  has 
been  touring  American  museums  for  the  past 
two  years. 

THE  SENSUOUS  LINE 

An  exhibition  of  sixty  Indian  drawings  from  the 
collection  of  Paul  F.  Walter  of  New  York  were 
shown  earlier  this  year  at  the  Los  Angeles 
County  Museum  of  Art,  California.  The  draw- 
ings in  the  exhibition,  which  was  organised  by 
Dr.  Pratapaditya  Pal,  the  Museum's  senior 
curator  of  Indian  and  Islamic  art,  are  broadly 
divided  into  three  basic  styles:  Mughal,  Deccani 
and  Rajput;  they  date  primarily  from  the  eigh- 
teenth and  nineteenth  centuries  with  a  few  from 
the  seventeenth  century. 


In  addition  to  their  value  as  art  works,  the 
drawings  remain  the  most  graphic  evidence  of  a 
society  and  lifestyle  no  longer  in  existence.  The 
wide  variety  of  subject  matter  ranges  from  the 
splendour  of  Mughal  courts  and  idealised  port- 
raits of  the  kings  and  princes  to  scenes  of  every- 
day village  life.  There  are  women  bathing, 
elephants  fighting,  a  village  fair  and  a  'House  of 
Pleasure  in  the  Countryside',  as  well  as  drawings 
with  a  religious  theme  such  as  'Krishna  Killing 
Kaliya'  in  which  the  depiction  of  the  cows  and 
cowherds  portrays  a  pastoral  scene  that  might 
still  be  found  in  the  Indian  countryside. 

A  fully  illustrated  catalogue  by  Dr.  Pal  and 
Catherine  Glynn,  assistant  curator  of  Indian  and 
Islamic  art,  was  published. 


4.  A  Franciscan  Monk, 

Mughal  style, 
ink  with  colour  washes 
on  paper,  eighteenth  century. 
Paul  P.  Walter. 


THE  LAST  EMPIRE 

Another  fascinating  exhibition  seen  during  the 
summer  in  New  York  City  dealt  with  photo- 
graphy in  British  India  from  1855-1911.  Asia 
House  Gallery  of  the  Asia  Society  presented  this 
show  which  also  records  a  way  of  life  that  has 
vanished. 

British  photographers  recorded  the  pomp  and 
ceremony  of  both  British  raj  and  the  native 
princes.  There  are  marvellous  glimpses  of  archi- 
tecture and  ceremonies  as  well  as  portrait  photo- 
graphy. Some  of  the  photographers  recorded  the 
unique  and  bizarre.  In  short,  this  show  was  a 
marvellous  bit  of  turn-of-the  century  nostalgia. 
A  superb  picture  book  was  published  in  connec- 
tion with  the  exhibition  with  a  preface  by  the 
Earl  Mountbatten  of  Burma  and  texts  by  Clark 
Worswick  and  Ainslie  Embrec. 


5.  Studies  of  animals  in  flight, 
Rajput  style,  Kota  school, 
ink  and  charcoal  on  paper,  1 775-1 800. 
Paul  F.  Walter. 


THIRD  ANNUAL  WORLD 
ANTIQUES  AND  FINE  ARTS 
MARKET  CONFERENCE 

The  third  meeting  of  this  conference  which  deals 
with  the  art  and  antiques  marketplace  will  be  held 
at  the  Pierre  Hotel  in  New  York  City,  21-22 
January  1977.  Again  this  year,  the  conference 
will  be  designed  to  encompass  all  major  aspects 
of  the  industry.  A  few  of  the  topics  to  be  dis- 
cussed by  knowledgable  specialists  and  through 
group  discussions  are:  New  Developments  in  the 
Fine  Arts  Business;  Current  Investment  Trends; 
Auction  Houses  and  Their  Role;  Taxes;  Insurance 
Aspects  and  Requirements;  The  International 
Marketplace  with  Special  Emphasis  on  America; 
Finance;  Co-operative  Buying;  Restoration  - 
Fakes  Care  -  Affects  on  Value. 

Each  day's  sessions  includes  a  luncheon  with 
special  programmes. 

Some  of  the  speakers  scheduled  this  year  are: 
Desmond  Guinness,  President,  The  Irish  Georg- 
ian Society;  Dr.  Robert  Bishop,  Museum  Editor, 
Henry  Ford  Museum;  John  Richardson,  picture 
expert,  recent  consultant  to  the  United  States  tour 
of  the  famous  collection  of  Russian  pictures  from 
the  Hermitage  Museum  in  Russia;  John  Bly, 
noted  author  and  lecturer,  authority  on  antique 
furniture  and  silver,  regular  radio  and  television 
host  in  England;  Harold  Sack,  noted  American 
antiques  dealer. 

Information  concerning  the  conference  can  be 
obtained  by  writing  to  Antique  Monthly,  po. 
Drawer  2,  Tuscaloosa,  Alabama,  35401. 


6.  Major  Cavagnari  with  the  Sirdars 
of  Kabul  and  Kunac  Synd, 
John  Burke,  photograph,  1879. 
The  Xational  Army  Museum,  London. 


Book 


s 


Russian  Porcelain  in  the 
Hermitage  Collection 

Landseer 

The  Victorian  Paragon 
Richard  Norman  Shaw 


PRICES  OF  VICTORIAN 
PAINTINGS,  DRAWINGS  & 
WATERCOLOURS 

The  essential  reference  work  on  prices  for 
everyone  in  buying,  selling  or  valuing 
Victorian  pictures. 

A  working  guide  including  not  just  the  major 
figures  but  a  vast  number  of  minor  and 
amateur  artists,  of  use  to  the  dealer, 
collector  and  'dabbler',  this  valuable  book 
is  divided  into  two  sections  arranged 
alphabetically  by  artist.  It  covers  all  the 
authenticated  pictures  sold  at  Sotheby's 
Belgravia  between  1971  and  1975.  Each 
picture  is  listed  with  its  title,  size,  date  of 
sale  and  selling  price  given. 

Retail  price:  £15.00  including  postage. 

Cheques  with  orders  to:      Carter  Nash  Cameron  Ltd 
25  Lloyd  Baker  Street, 
London  WCIX  9 AT 


Russian  Porcelain  in  the 

Hermitage  Collection 

By  L.  Nikiforova 

26  pages  text,  in  English  and  Russian 

captions  in  English, 

164  colour  plates 

aurora,  Leningrad 

(Collet's  International  Bookshop) 

,£6.oo 

The  Meissen  Porcelain  Works  were  founded  in 
1710  and  as  soon  as  its  wares  became  widely 
known,  Europe's  most  important  monarchs 
determined  to  establish  porcelain  factories  of  their 
own  close  to  their  capitals.  Peter  the  Great  of 
Russia  and  Philip  of  Orleans,  Regent  of  France, 
were  especially  anxious  to  do  so  but  the  method 
by  which  porcelain  is  made  was  kept  secret  from 
them.  It  was,  therefore,  not  until  1756  that  the 
Sevres  Porcelain  Factory  could  be  founded  in 
France.  Ten  years  earlier  several  pieces  of  true 
porcelain  had  already  been  produced  in  St. 
Petersburg,  in  what  was  then  known  as  the 
Nevskaya  Porcelain  Factory.  The  latter  was  soon 
to  be  renamed  the  Imperial  Porcelain  Factory 
and,  finally,  shortly  after  the  Revolution,  the 
Lomonosov,  in  memory  of  Russia's  great  eight- 
eenth-century scientist. 

The  Hermitage  possesses  close  on  ten  thousand 
pieces  of  Russian  porcelain.  Much  of  it  was  made 
in  the  Imperial  Porcelain  Factory  though  none  of 
its  pieces  date  from  the  winter  of  1 746-1 747, 
when  the  first  objects  were  made,  the  Museum's 
earliest  exhibits,  both  of  them  snuffboxes,  dating 
respectively  from  1749  and  1752.  The  first  of  the 
envelope-shaped  snuffboxes  were  made  in  1751. 
These  objects  ante-date  the  earliest  Sevres  wares 
by  a  few  years  yet,  whereas  Sevres  porcelain  has 
been  extensively  written  about  in  a  wide  variety 
of  languages,  few  books  dealing  exclusively  with 
Russian  porcelain  have  appeared  even  in  Russian, 
and  I  know  of  only  one  English  work  -  Marvin 
C.  Ross's  'Russian  Porcelain'  (Oklahoma  Press, 
1969).  Now  a  handsomely  produced,  lavishly 
illustrated  book  has  at  last  been  published  in  the 
ussr  with  its  Russian  text  rendered  in  full  in  a 
good  English  translation.  This  new  publication 
goes  some  way  towards  filling  a  very  wide  gap 
and  it  deserves  to  be  warmly  welcomed  both  for 
doing  so,  and  also  on  its  own  account. 

Marvin  Ross's  book  and  the  volume  under 
review  have  much  in  common.  Both  contain 
short,  erudite  introductions  of  very  similar  length 
in  both  the  illustrations  and  their  descriptive 
notes,  as  well  as  the  porcelain  marks,  are,  naturally 
enough,  of  prime  importance.  Both  books  deal 
with  specific  collections,  Ross's  being  chiefly 
concerned  with  that  formed  by  the  late  Mrs. 
Merry  weather  Post  of  Hill  wood,  Washington 
dc,  Nikiforova's  with  objects  which  the  Hermi- 
tage Museum  has  acquired  over  the  years.  Ross 
has  excluded  the  wares  produced  in  the  Imperial 
Porcelain  Factory  from  his  survey,  and  concen- 
trated on  the  output  of  nineteen  other  factories, 
the  histories  of  which  he  has  summarised  for  the 
reader's  benefit;  his  work  is  a  splendid  catalogue 
raisotme  aimed  at  the  serious  collector.  Nikiforova 
had  a  wider  group  of  readers  in  mind  and  she  has 
therefore  presented  them  with  a  selection  of 
objects  dating  from  the  mid-eighteenth  century 
to  1940.  Her  introduction  provides  the  reader 
with  an  outline  of  the  art's  development  in 
Russia  and  an  assessment  of  its  character.  Her 
text  is  very  informative  and  although  the  Imperial 
Porcelain  Factory  holds  pride  of  place,  attention 


is  .ilsi)  paid  to  such  important  factories  as  the 
Yusupov,  Gardner,  Sipiagin,  Popov,  Batenin, 
Kuznctsov  and  so  on.  The  styles  which  corres- 
ponded with  successive  phases  in  Pctcrsburgian 
taste  are  pin-pointed, but  no  reference  is  made  to  the 
services  illustrating  military  uniforms  though  these 
were  sponsored  by  Paul  and  Nicholas  1.  However, 
attention  is  drawn  to  the  highly  popular  series  of 
figurines  illustrating  such  subjects  as  the  People 
of  Russia,  street  vendors  and  so  on,  as  well  as  to 
the  more  remarkable  services. 

The  volume  can  perhaps  best  be  described  as  a 
fine  picture  book  for  it  is  of  the  highly  esteemed 
type  termed  'albums'  in  the  ussr,  but  the  appel- 
ation  of  'picture  book'  is  misleading  since  the 
book  is  much  more  than  that  -  it  is  a  work  of 
true  scholarship,  it  is  very  readable  and  a  delight 
to  the  eye.  It  gains  from  the  inclusion  of  some 
early  post-revolutionary  pieces,  some  of  them 
reflecting  Cubist  and  constructivist  influences. 
Although  no  examples  of  post-Second  World 
War  porcelain  are  included,  the  industry  cont- 
inues to  thrive  in  the  ussr  and  is  to  be  credited 
with  some  of  the  finest  designs  achieved  there  in 
the  sphere  of  the  Decorative  Arts. 

Tamara  Talbot  Rice 


Landseer 

The  Victorian  Paragon 

By  Campbell  Lennie 
259  pages,  illustrations, 
London:  hamish  Hamilton 
£6.95 

The  title  of  this  book  is  portentous  and  the 
chapter  headings  embarrassingly  winsome;  for 
example  'Dog  Years',  'Prince  Charming  ra'. 
Mr.  Lennie  never  seems  to  be  entirely  at  ease  with 
his  subject,  and  he  shows  some  bluntness  of 
perception  in  his  discussion  of  many  of  Landseer's 
patrons  and  friends ;  one  has  the  feeling  that  he  is 
anxious  to  ring  the  last  ounce  of  anecdote  and 
local  colour  out  of  each  one.  As  with  many  bio- 
graphies of  nineteenth-century  subjects,  the 
amount  of  material  to  be  gone  through  is  so 
large,  letters  sifted,  references  checked,  relation- 
ships explored,  that  the  present-day  author, 
limited  to  a  certain  number  of  words  by  his  pub- 
lisher, has  to  take  risks,  leap  the  chasms  and  force 
the  pace  of  the  narrative.  Not  for  him,  alas,  the 
luxurience  and  measured  tread  of  the  three 
volume  life.  Mr.  Lennie  leaps  his  chasms  in  fine 
style;  it  is  a  thoroughly  enjoyable  book  to  read, 
in  that  it  tells  a  good  story  and  tells  it  well  -  even 
if  it  is  pitched  to  a  'Radio  4'  rather  than  a  'Radio 
3'  audience.  Although  the  narrative  is  good, 
many  of  the  judgements  contained  within  it  are 
almost  wholly  bad  (Prince  Albert  and  John 
Ruskin  for  example)  and  some  of  the  too  vivid 
pen  portraits  absurdly  unhistorical  (Rosa  Bonheur 
and  Lady  Eastlake).  It  is  quite  preposterous  to 
refer  to  Lady  Blessington  as 'a  sordid  plaything  of 
the  brutal  and  licentious  soldiery'  and  the  account 
of  her  relationship  with  d'Orsay  is  presumptious 
and  lurid.  Running  through  the  book  there  is 
perhaps  too  free  a  delight  in  the  paradox  of  the 
public  and  private  lives  of  many  notable  Victor- 
ians, an  unnecessary  delight  in  Landseer's  cruelty 
and  gleeful  exposure  of  what  today  could  seem 
like  hypocrisy.  These  are  major  criticisms;  yet 
over  all  it  is  an  enjoyable  book  to  read,  a  skillfully 
presented  synthesis  of  wide  reading.  It  should  not 
damage  the  chances  of  a  scholarly  book  on  the 
same  subject.  William  Allan 
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Keeper,  Department  of  Conservation, 
Victoria  and  Albert  Museum,  Secretary 
General  of  the  International  Institute 
for  Conservation  of  Historic  and 
Artistic  Works,  and 
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Executive  Secretary,  IIC. 


In  recent  years,  with  the  growing  aware- 
ness of  the  importance  of  art  conser- 
vation, together  with  the  rapidly  increa- 
sing sophistication  of  scientific  techni- 
ques for  the  conservation  of  pictorial 
art,  a  need  has  arisen  for  an  authoritative 
work  summarizing  current  progress  in 
this  field. 

Conservation  and  Restoration  of 
Pictorial  Art  now  meets  this  need, 
dealing  in  depth  with  the  technical 
history  of  painting,  and  discussing  tech- 
niques for  the  conservation  and  restor- 
ation of  easel  paintings  and  works  of 
art  on  paper. 

This  beautifully  produced  book  will 
be  of  great  interest  to  practical  restorers 
and  conservators,  and  will  also  prove  an 
invaluable  reference  source  for  museums, 
art  galleries  and  libraries. 

The  high  standard  of  the  articles  and 
the  eminence  of  the  contributors  com- 
bine to  ensure  that  this  book  will  be- 
come a  standard  work  on  the  subject 
for  many  years  to  come. 


CONTENTS 

Painting  Methods  and  Materials.  Identi- 
fication of  Paint  Media.  Practical 
Painting  Restoration.  Varnishes.  Solvent 
Action.  Technology  of  Adhesives.  Works 
of  Art  on  Paper  and  Parchment. 
Japanese  Paintings  and  Methods. 

1976       286  pages  £18.00 
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Richard  Norman  Shaw 

By  Andrew  Saint 

487  pages,  285  illustrations, 

London:  yale  university  press 

for  the  Paul  Mellon  Centre 

for  the  Study  of  British  Art 

£i9-50 

The  progress  of  the  study  of  Victorian  and 
Edwardian  architecture  and  design  is  severely 
hampered  by  the  dearth  of  good  modern  books 
on  certain  aspects  of  the  subject.  Both  teachers, 
students,  collectors,  dealers  conservationists  and 
interested  amateurs  need  adequate  modern  bio- 
graphies of  the  major  nineteenth-century  archi- 
tects and  designers.  Every  aspect  of  the  architec- 
ture and  interior  decoration  of  a  Victorian  build- 
ing was  controlled  by  an  architect.  This  had  of 
course  been  the  case  in  earliest  centuries,  but  this 
involvement  of  the  architect  in  the  design  of 
textiles,  furniture,  metalwork,  and  wallpapers 
reached  a  new  level  of  complexity  and  sophisti- 
cation during  the  Victorian  period.  These  archi- 
tects provided  the  inspiration  for  the  whole  range 
of  lesser  architects,  builders,  designers  and  manu- 
facturers who  provided  the  commercially  avail- 
able versions  of  buildings  and  objects  derived 
from  their  original  designs. 

Many  of  the  popular  books  on  the  market 
which  deal  with  the  Decorative  Arts  of  the  nine- 
teenth century  give  far  too  little  credit  to  archi- 
tects who  set  the  pace  in  the  field  of  design.  They 
instead  deal  in  minute  detail  with  the  craftsmen 
and  manufacturers,  the  cabinet  makers  and  the 
silversmiths  who  merely  executed  and  popular- 
ised the  objects  made  from  the  original  designs 
of  an  architect.  One  problem  for  the  authors  of 
these  popular  works  is  that  they,  like  more 
serious  authors,  badly  need  modem  detailed  bio- 
graphies of  the  major  architects.  William  Butter- 
field  was  excitingly  dealt  with  by  Paul  Thompson 
in  1971  but  Street,  Pugin,  Scott,  Barry,  Godwin 
and  Burgcs  remain  in  relative  obscurity.  Richard 
Norman  Shaw  however,  thanks  to  Andrew 
Saint's  scholarly  and  exciting  biography,  emerges 
as  a  major  talent  and  probably  the  greatest 
British  architect  of  the  late  nineteenth  century. 

It  is  probably  easier  for  the  mid-twentieth 
century  person  to  identify  with  and  appreciate 
the  achievements  of  a  'house  man'  like  Shaw 
than  a  'church  man'  like  Street  or  Butterfield. 
Shaw  did  indeed  design  a  number  of  fascinating 
churches  to  which  Mr.  Saint  devotes  a  chapter, 
but  his  houses  both  in  London  and  the  country 
dominated  his  practice.  These  houses  demanded 
the  whole  range  of  modern  furniture,  fittings  and 
the  latest  technological  innovations  to  make  them 
suitable  dwellings  for  the  rich  and  sophisticated 
clientele  which  Shaw  rapidly  built  up  during  the 
later  1860s  and  1870s.  Andrew  Saint  deals  in  a 
particularly  interesting  way  with  the  planning 
and  furnishing  on  these  great  town  and  country 
houses  each  of  which  demanded  new  forms  of 
interior  decoration  and  fittings.  Shaw's  great 
success  in  the  field  of  domestic  architecture  was 
to  a  considerable  extent  based  upon  his  ability  to 
translate  the  needs  of  his  clients  into  architectural 
forms  which  were  both  new,  exciting  and  ele- 
gant. He  was  able  simultaneously  to  design  draw- 
ing room  chairs,  calculate  the  strength  of  struc- 
tural iron  girders  and  invent  new  and  efficient 
drains,  all  of  which  were  necessary  parts  of  a 
successful  house. 

A  lesser  talent  than  Andrew  Saint  would  have 
found  a  biography  of  Shaw  too  daunting  a  task; 


the  'Catalogue  of  Executed  Works'  which  he 
includes  runs  to  two  hundred  entries.  This  large 
corpus  ot  buildings  stretching  over  the  fifty 
years  of  Shaw's  active  career  arc  fully  documen- 
ted by  drawings  which  survive  for  example  at  Ae 
Royal  Academy,  the  Royal  Institute  of  British 
Architects  and  the  Victoria  and  Albert  Museum. 
Illustrations  and  descriptions  of  his  work  also 
regularly  appeared  in  the  architectural  press  dur- 
ing his  lifetime.  In  some  ways  this  mass  of  docu- 
mentation has  with  the  large  number  of  existing 
buildings  not  only  dctered  biographers  but  has 
also  harmed  Shaw's  standing  as  an  architect.  We 
all  feel  that  quantity  rarely  equals  quality  in  archi- 
tecture and  admire  the  architects  of  genius  who 
died  young  having  built  little  but  promised  much. 
Any  architect  as  successful  at  attracting  and  pleas- 
ing clients  as  Shaw,  was  bound  to  make  lesser 
talents  envious.  Mr.  Saint,  for  instance,  tells  us 
'There  is  a  legend  conceivably  put  about  by 
Voysey  that  when  Norman  Shaw  went  out  to 
dinner,  he  would  attire  himself  in  a  stiff  white 
shirt  with  extra  long  cuffs.  At  table  he  would 
engage  a  rich  neighbour  in  conversation  and 
gradually  lead  the  topic  around  to  houses.  Having 
admitted  certain  inadequancies  in  his  own  home, 
the  gentleman  would  be  smartly  confronted  with 
the  image  of  a  new  house  speedily  sketched  upon 
the  cuffs  and  would  have  his  wits  about  him  to 
escape  falling  for  a  large  and  costly  mansion 
designed  by  Mr.  Shaw'. 

Shaw  is  of  course  associated  in  the  public  mind 
with  the  creation  of  the  'Old  English  Style'  with 
its  half  timbering  and  tile  hanging.  But  here  time 
has  served  Shaw  badly,  so  successful  was  this  style 
that  as  Andrew  Saint  tells  us  '  ...  it  travelled  fast 
to  the  fabled  by-pass  semi  detached'.  But  Mr. 
Saint  clearly  and  carefully  examines  both  the 
vernacular  and  the  picturesque  sources  which 
gave  to  the  'Old  English  Style'  such  a  powerful 
appeal.  He  talks  of  its  attraction  for  the  indus- 
trialists, bankers  and  Royal  Academicians  who 
were  Shaw's  most  frequent  clients  '.  .  .  rattling 
home  from  the  station  after  a  hanging  at  the 
Academy,  difficulties  in  the  city,  or  troubles  at 
the  works,  more  of  this  would  have  meant  much 
had  they  not  identified  their  castles  with  home, 
and  demanded  topographical  tokens  of  such  an 
identity.  The  chimneys  and  inglenooks,  front 
gables,  and  front  door,  half  timbering  and  tile- 
hanging  and  the  unique  positioning  of  their 
homes  were  symbols  of  their  family,  country, 
caste  and  property,  in  fact  a  visible  reminder  of 
their  independent  existence'. 

Every  aspect  of  Shaw's  brilliant  career  is  at  least 
touched  upon  in  this  book  and  the  important  4 
are  very  well  charted.  The  'Catalogue  of  Exe- 
cuted Works'  contains  a  wealth  of  fascinating 
information  about  the  clients,  the  contractors  and 
the  buildings  themselves.  Not  only  is  this  book 
packed  with  fascinating  information  but  it,  unlike 
so  many  books  on  architectural  subjects  is  very 
well  written.  To  communicate  adequately  the 
intelligence,  wit  and  charm  which  took  Shaw 
to  the  top  of  his  profession  requires  a  light  but 
sure  touch  on  the  part  of  the  biographer.  The 
publisher  has  given  us  a  compact,  elegant  and  well 
illustrated  book,  an  especially  important  feature 
being  the  specially  drawn  plans.  This  book  is  in 
every  way  a  model  for  other  architectural  bio- 
graphers to  follow  and  'Saint's  Shaw'  will 
immediately  become  a  standard  work. 

Clive  Wainwricht 
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Gesehildert  tot  Leiden  anno  1626 

is  November  1976- 10 January  1977 
Museum  'Dc  Lakcnhal',  Leiden, 
The  Netherlands 
As  the  title  'Painted  in  Leiden  anno  1626'  sug- 
gests, the  aim  of  the  exhibition  is  to  show  what 
was  done  in  the  field  of  drawing,  painting  and  the 
graphic  arts  in  Leiden  that  year.  The  young 
Rembrandt  and  the  works  he  painted  that  year 
come  to  mind,  but  there  is  much  else  besides. 

For  some  years  the  Museum  'de  Lakcnhal'  has 
wanted  to  show  what  was  going  on  in  the  small 
university  town  in  the  second  half  of  the  1620s.  In 
contrast  to  the  exhibition  in  the  National  Gallery 

Jan  Lievens. 
The  Mocking  of  Christ,  signed  'j.l.' 
oil  on  panel,  106.5  X  74-5  cm. 

S.J.  M.  Slaats-Verhengen. 
Museum  'de  LakenhaV ,  Leiden. 


m  London  which  gives  a  general  view,  and  the 
exhibition  'Tot  Lering  en  Vermaak'  in  the 
Rijksmuseum  'For  Pleasure  and  Profit'  (The 
Connoisseur,  October  1976),  which  stresses  the 
iconological  background  of  seventeenth-century 
painting  in  the  Netherlands,  the  'Lakcnhal'  presents 
a  horizontal  cross-section  of  the  different  facets 
of  drawing,  painting  and  the  graphic  arts  in  one 
year  and  place.  This  is  a  stimulating  way  of 
looking  at  seventeenth-century  art:  it  forces  us 
to  think  about  who  was  working  with  whom, 
and  makes  us  aware  that  artists  from  quite 
different  fields  were  gathered  in  the  same  place,  at 
the  same  time.  The  many  beautiful  paintings 
in  the  Museum,  painted  in  1626  made  that  year, 
exactly  three  hundred  and  fifty  years  ago  an  ob- 
vious choice  for  the  focal  point  of  the  exhibition. 

What  happened  in  the  Leiden  of  1626?  The 
University  which  so  much  determined  the 
character  of  the  town  celebrated  its  fiftieth 
anniversary.  There  was  of  course  Rembrandt, 
who  had  come  back  from  Amsterdam  in  1624- 
1625.  Several  of  his  paintings  are  shown:  the 
historical  painting  Cerialis  and  the  German 
Legions  from  the  'Lakenhal',  Tobit  and  Anna  and 
Music  Party  from  the  Rijksmuseum,  and  the 
Museum  of  Religious  Art  in  Utrecht  has  lent  the 
recently  discovered  Baptism  of  the  Eunuch.  Through 
these  paintings  and  photographic  material,  the 
technical  aspect  of  Rembrandt's  early  work  is 
explained.  The  relationship  with  Jan  Lievens,  his 
friend  and  fellow  pupil  under  Pictcr  Lastman, 
has  been  re-examined,  and  their  reciprocal  in- 
fluence receives  special  attention.  Rembrandt's 
influence  on  local  artists  is  shown  by  two  draw- 
ings by  Pieter  van  Couwenhoorn.  They  arc- 
designs  for  stained  glass  windows  in  the  Leiden 
Town  Hall  and  are  all  the  more  interesting  as  the 
windows  were  destroyed  in  a  fire  in  1929. 

In  the  field  of  landscape  we  can  see  the  import- 
ance of  the  year  1626  in  the  works  of  several 
artists,  among  whom  is  Jan  van  Goyen.  It  is 
clearly  illustrated  how  even  at  that  early  date  van 
Goyen  changed  from  his  polychrome  to  his 
monochrome  phase.  It  is  possible  that  the  arrival 
of  the  painter  Jan  Porcellis  in  1626  may  have 
been  the  cause  for  these  early  monochrome 
examples.  Some  early  still-life  paintings  by  Jan  de 
Heem  and  David  Bailly  are  shown.  The  latter 
was  also  known  for  his  fine  portraits  of  Leiden 
professors. 

Thorough  research  in  Leiden's  archives  has 
revealed  many  salient  factors  about  the  artists 
themselves,  their  patrons  and  their  environment. 
Information  has  come  to  light  about  artists  of 
whose  works  no  trace  has  yet  been  found.  A 
typical  example  is  Arnout  van  Elsevier  who 
seems  to  have  played  a  most  important  role  in 
Leiden  in  that  period. 

An  extensively  documented  and  illustrated 
catalogue  accompanies  the  exhibition. 

Mariette  van  Hall 


ITALY 

Titian  and  Venetian  drawing 
of  his  time 

Gabinctto  Disegni  e  Stampe  degli  Uffizi, 
Florence 

The  Uffizi  is  fortunate  enough  to  possess  fourteen 
of  Titian's  most  beautiful  drawings  from  his  sur- 
prisingly tiny  total  corpus  of  around  fifty  gener- 


329 


.  accepted  drawings.  These  were  recently 
displayed  in  the  context  of  over  one  hundred 
other  graphic  works  by  Titian's  contemporaries 
in  the  Veneto,  including  Giovanni  Bellini,  Cima, 
Giulio  and  Domenico  Campagnola,  Vittore 
Carpaccio,  Savoldo,  Pordenone  and  Schiavona. 
It  is  regrettable  that  those  Titian  sheets  with 
drawings  on  both  sides  could  not  have  been 
exhibited  to  show  recto  and  verso  since  in  several 
cases  both  are  equally  interesting:  all  however 
are  reproduced  in  the  excellent  catalogue. 
Titian's  apparently  immediate  youthful  rejection 
of  the  graphic  style  of  his  master  Bellini  (as 
represented  here  by  a  fine  study  of  an  ox)  is 
exemplified  by  the  exhibition's  most  memorable 
drawing,  the  Bust  of  a  Young  Woman,  dateable  to 
around  1512-1515  -  only  shortly  after  Titian's 
first  documented  paintings  in  the  Scuola  del 
Santo  at  Padua.  Its  technical  mastery  and  sensual 
exuberance  place  it  immediately  among  Titian's 
most  vibrant  portrait  characterisations.  Although 
superficial  resemblances  occur  between  Titian's 
drawings  and  those  of  Bellini,  as  in  Titian's  study 
for  a  San  Bernardino,  the  connection  between 
master  and  pupil  remains  unclarified  in  this  selec- 
tion: a  point  of  common  ground  between  Titian 
and  many  of  his  contemporaries  can  be  clearly 
seen  in  his  pen  sketches  of  landscape  which  obvi- 
ously form  the  starting  point  for  Domenico 
Campagnola.  Campagnola's  numerous  diverg- 
ences of  style  suggest  an  excessive  enthusiasm  in 
attributing  several  of  the  sheets  here  to  him,  but 
his  Suicide  of  Lucrctia  (if  it  is  his)  and  The  Triumph 
of  Bacchus  are  of  the  highest  quality.  The  continu- 
ously evolving  process  of  creativity  which  is 
visible  in  Titian's  chalk  drawings  finds  few  real 
reflections  in  other  artists  of  the  period,  but  cer- 
tain drawings  by  Schiavone,  Pordenone  (still 
seriously  underrated)  and  Jacopo  Bassano  make  it 
clear  that  Titian's  experience  was  not  entirely 
lost  on  his  contemporaries. 

Charles  McCorquodale 


WEST  GERMANY 


Runge  in  his  time 

October  1976-January  1977 
Hamburger  Kunsthalle 

The  exhibition  which  coincides  with  the  two- 
hundredth  birthday  of  Philipp  Otto  Runge 
(1777-1810)  contains  the  whole  of  Runge's  work. 
One  sees  the  various  stages  of  study  and  steps  of 
development  toward  craftsmanship,  but  to 
fully  grasp  the  total  scope  of  his  art  one  has  to 
read  his  writings  and  poetry. 

Runge's  particular  type  of  Romanticism,  with 
its  break  from  the  traditions  of  the  academics 
which  were  pre-occupied  with  past  traditions, 
found  a  new  means  of  expression  in  'spiritual 
resources'.  He  did  not  want  to  copy  the  antiques, 
he  wanted  to  melt  them  into  his  own  Romantic 
temperament,  and  thus  extend  Art  into  its  cor- 
responding elements  of  music  and  poetry.  Un- 
fortunately Germany  was  not  ready  for  such  an 
expression  in  art. 

He  founded  his  theory  of  colour  with  or  in 
connection  with  Goethe's  theory  of  colour: 
colour  is  a  handy  tool  with  which  to  bring  to 
life,  into  performance,  the  spirit.  It  was  the  first 
time  in  art  that  colour  took  on  a  psychological 
significance  toward  a  psychic  result. 

The  key  painting  where  Runge  leaves  Classic- 
ism and  enters  the  new  landscape  of  Romanticism 


Philipp  Otto  Runge. 
Morning  11,  unfinished,  1809. 
Hamburger  Kunsthalle. 

is  The  Lesson  of  the  Nightingale.  He  said  of  this 
painting:  'It  will  be  like  a  Fugue.  It  will  change 
from  one  special  theme  into  a  variation'.  In  the 
first  version  (1802)  done  in  the  Classical  style,  the 
human  figure  predominates.  In  the  final  version 
(1805)  the  figure  is  simply  a  part  of  all  that  is 
happening.  Nature  and  the  figure  are  communi- 
cating, and  it  is  the  nature  of  their  communication 
that  occupies  the  most  important  position. 

The  plant,  said  Runge,  is  the  tongue  with 
which  Nature  speaks  to  Man.  Rest  on  the  Flight  to 
Egypt  (1805-1806)  reflects  that  dialogue,  from  its 
vast  open  landscape  to  the  father,  mother  and 
Child  in  the  foreground  cradled  by  plants,  flowers 
and  cherub-filled  trees,  all  heavenly  lit  and 
awakening  in  the  golden-pink  early  morning 
light.  This  type  of  expression  was  Runge's  gift: 
to  present  the  world  in  images  you  could  almost 
touch  with  your  emotions.  Such  is  the  success  of 
his  portraits  also,  you  can  almost  touch  the  subject 
because  of  that  certain  reality.  But  it  is  that  self- 


same reality  that  creates  in  the  subject  a  certain 
distance,  a  look  that  reflects  a  hidden  secret.  The 
self-portraits  from  1801,  1802-1803,  1805,  and 
1809-1810  illustrate  this  contact,  as  does  the 
portrait  of  The  Artist's  Parents  (1806). 

The  Times  of  the  Day  was  to  be  Runge's  greatest 
work,  the  summation  of  all  his  styles  and  ideas. 
He  prepared  many  sketches  and  etchings  for  the 
final,  bigger,  and  more  colourful  version,  but 
completed  only  one  version  of  Noon  and  two 
of  Morning  in  oil.  Runge  felt  that  the  Morning 
(1808)  would  be  'the  source  of  a  new  art  as  I 
mean  it  and  a  source  in  itself.  The  final  painting 
of  Morning,  the  biggest  and  technically  the  finest 
was  prepared  in  1 809,  but  by  then  Runge  was  ill 
and  unable  to  complete  it.  On  his  death-bed  he 
asked  that  it  be  destroyed.  The  canvas  was  cut 
into  nine  pieces,  but  has  since  been  repaired  and 
remains,  as  do  his  other  works,  examples  of 
Runge's  particular  kind  of  brilliance. 

If  one  were  to  compare  Runge  to  any  other 
Romantic  artist  it  would  have  to  be  to  Blake. 
Both  were  poet  and  artist :  there  is  an  inseparable 
unity  between  their  writing  and  designs.  The  two 
elements  merge  into  a  single  Poetic  expression  of 
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all  their  beliefs  in  pictorial  form.  Both  artists  used 
classical  foundations  and  mythological  and  bibli- 
cal themes  upon  which  they  built  their  own  Ro- 
mantic schemes,  clear-cut  though  full  of  intricate 
textures,  in  bon-bon  rich  symbolic  colours  that 
express  the  visionary  nature  of  art. 

Or  a  Abel 


Albert  Marquet 


In  exchange  for  the  Kandinskys  lent  this  summer 
to  the  Musee  dc  Bordeaux,  the  French  are  lending, 
until  15  December,  to  the  Stadgallerie,  Munich,  a 
selection  of  the  paintings  of  Albert  Marquet: 
views  of  the  Seine  in  Paris,  interiors,  Algerian 
landscapes  -  all  favourite  subjects  of  this  sensitive, 
well-balanced,  precise  painter,  from  his  first 
Fauve  canvases  (1905)  to  his  cursive  drawings  of 
forms  and  silhouettes  of  a  skill  worthy  of 
Japanese  calligraphcrs. 

(right) 
Albert  Marquet. 
Squadron  assembled  at  Algiers. 
Munich. 


FRANCE 
Drawings  of  Paris 

All  lovers  of  Paris  of  former  times  -  from  1800 
to  the  present  day  -  will  be  delighted  with  the 
picturesque  anthology  from  the  Cabinet  des 
Dessins  at  the  Musee  Carnavalet,  23  rue  de 
Sevigne,  Paris,  until  15  January  1977.  English 
painters  in  watercolour  of  the  early  part  of  the 
last  century  play  an  important  part:  Bonington, 
Girtin,  Boys,  Ambrose  Poynter  and  Wylliam 
Wyld  who,  in  1839,  published  his  'Parisian 
Monuments'.  All  these  artists  paved  the  way  for 
the  French  Romantics  who  owed  so  much  to 
them,  from  Ciceri  to  Justin  Ouvrie  and  from 
Dauzats  to  Villeret.  The  streets  of  the  Marais  of 
the  1 830s  can  be  examined  and  compared  with 
those  of  today.  Changes  in  the  Place  de  la  Con- 
corde and  the  banks  of  the  Seine  and  the  building 
of  Montmartre  over  quarries  can  be  followed. 
The  exhibition  includes  the  Belle  Epoqnc  with 
Sem  and  Fontaine,  La  Fresnaye  and  Mucha,  and 
also  extends  to  the  Annies  Folles  with  a  gouache 
by  Laboureur  which  is  an  excellent  example  of 
his  poetic  realism. 


Unpublished  works  of 
Ker-Xavier  Roussel 

To  inaugurate  the  Galerie  La  Cave,  7  rue  de 
Miromesnil,  Paris  there  is  an  exhibition  until  25 
January  of  oils  and  pastels  by  Ker-Xavier 
Roussel,  known  primarily  for  his  mythological 
landscapes  peopled  by  nymphs  and  fauns.  On 
view  are  unknown  works:  bright  gardens  full  of 
children,  portraits,  nudes,  a  scene  at  the  Tuileries 
which  closely  resembles  the  style  of  the  Nabis. 
Roussel,  who  was  born  in  1867  and  who  died  in 
1944,  is  always  linked  with  Bonnard  and  his 
brother-in-law,  Vuillard.  Fresh,  direct  and  spon- 
taneous, his  sun-lit  landscapes  express  an  all  em- 
bracing joy  typical  of  the  south:  a  very  personal 
reaction  which  is  still  little  understood  by  art- 
lovers. 


Joseph  Vernet 


At  the  Palais  de  Chaillot,  Paris,  the  Musee  de  la 
Marine  has  on  view  an  exhibition  devoted  to 
works  of  Joseph  Vernet  lent  by  most  of  the 
great  museums  of  Europe,  first  shown  in  London 
and  now  augmented  by  paintings  and  drawings 
from  French  collections.  First,  there  is  the  artist's 
triumphant  period  in  Italy  in  his  youth  when  he 
lived  in  Rome  for  nearly  twenty  years.  At  the  age 
of  forty  he  returned  to  Paris  and  began  his  famous 
project  -  a  series  of  Vues  des  Ports  de  France.  For 
ten  years  Vernet  moved  with  his  family  from 
port  to  port,  Marseilles  to  Dieppe,  painting  fif- 
teen canvases,  the  whole  series  of  which  has  now 
been  assembled  -  a  most  unusual  achievement.  He 
remained  famous  until  he  died,  and  in  the  work 
of  his  later  years  he  still  retained  a  powerful  imag- 
ination and  firmness  of  touch.  (Until  9  January). 

Joseph  Vernet. 
The  port  of  Marseilles. 
Musee  de  la  Marine,  Paris. 


Thirty  French  Paintings 

Seventeenth-century  religious  painting  is  repre- 
sented by  thirty  French  paintings  of  various  styles. 
The  Counter-Reformation  made  skilful  use  of  the 
influence  of  the  picture:  it  required  painters  to 
illustrate  the  most  noteworthy  episodes  of  the 
Holy  Scriptures.  The  exhibition  on  view  at  the 
Musee  des  Beaux-Arts  of  Rennes  until  iojanuary 
demonstrates  the  influence  of  Italy  on  the  Realist 
painters  of  the  Grand  Steele:  Valentin  and  Vignon 
reveal  a  dramatic  unrest  akin  to  Caravaggio; 
Bauguin,  Vouet  and  Michel  Corneille  owe  a  great 
deal  to  Guido  Reni  and  Guercino,  and  Claude 
Gellee  and  Nicolas  Poussin  are  known  to  have 
spent  much  of  their  time  in  Rome.  Others,  how- 
ever, who  did  not  come  under  this  spell  were 
Philippe  de  Champaigne,  La  Hyre,  Sebastien 
Bourdon  and  Charles  LeBrun  who  worked  in  a 
more  strictly  classical  French  manner,  or  Pierre 
Mignaud  and  Hyacinth  Rigaud  who,  despite  their 
choice  of  religious  subject,  seem  to  have  been 
unmoved  by  the  sacred. 
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A  tribute  to  Titian 

For  the  twentieth  anniversary  of  its  foundation, 
the  Dutch  Institute  (121  rue  de  Lille,  Paris),  is 
mounting  an  exhibition  as  a  tribute  to  Titian  who 
3ied  four  hundred  years  ago.  It  is  an  intimate 
collection  of  drawings  and  engravings,  taken 
mainly  from  public  and  private  collections  in  the 
Low  Countries,  of  the  Venetian  master  and  his 
entourage. 

Chinese  Ceramics  from 
Teh'  Ang-Cha 

The  Musee  Ceruschi,  7  avenue  Velasquez,  Paris, 
is  showing  until  12  December  a  type  of  ceramic 
ware  only  discovered  around  1930  at  Tch'ang- 
Cha,  one  of  the  old  cultural  capitals  of  South 
China  made  famous  since  the  seventh  century  by 
the  T'ang  poets.  From  the  beginnings  of  the 
Christian  era  to  the  thirteenth  century,  from  the 
Han  to  the  Sung  dynasties,  we  see  the  gradual 
development  of  earthenware  and  glazes,  forms 
and  engravings.  There  is  a  refinement  and  a 
feeling  for  colour  and  balance  which  illustrate  the 
vitality  of  these  southern  provinces,  thought  for 
years  to  be  barbaric. 

Animals  from  Lascaux  to  Picasso 

A  vision  of  an  imaginary  earthly  paradise,  the 
exhibition  on  view  until  3  January  at  the  Musee 
d'Histoire  Naturelle  (36  rue  Gcoffroy-Saint- 
Hilaire,  Paris)  tells  the  long  eternal  story  of  illus- 
trations of  animals  from  the  graffiti  of  cave-men 
to  the  sculptures  of  Picasso.  There  is  a  selection  of 
masterpieces  to  demonstrate  three  great  themes: 
the  history  of  the  use  of  animals  for  domestic  pur- 
poses, their  preservation  and  protection,  and 
lastly  animals  of  fantasy.  The  work  of  Leonardo 
da  Vinci  and  Oudry  is  contrasted  with  dragons 
from  the  Far  East  and  cats  of  ancient  Egypt,  and 
the  wild  beasts  of  Barye  with  the  Baroque  bronzes 
of  Bourdelle  and  stylistic  representations  of  Pom- 
pon. It  is  an  intriguing  journey  through  a  land  of 
strange  beasts,  the  forerunner  perhaps  of  a 
museum  devoted  to  the  illustration  of  animals. 

From  Rome  to  Warsaw 

The  Museum  of  Baltimore  has  organised  a  travel- 
ling exhibition  from  Rome  to  Warsaw  on  the 
history-  of  American  painting  in  the  eighteenth 
century  to  the  present  day.  Now  at  Belgrade,  it 
traces  the  contribution  of  the  United  States  to  the 
history  of  art.  Canvases  signed  by  Copley,  G. 
Stuart,  Rauschenberg  and  many  others  display 
how  painters  from  the  other  side  of  the  Atlantic- 
managed  to  free  themselves  from  essentially 
European  traditions.  Gerald  Schurr 
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Portraits  of  Artists, 
Musicians  and  Writers 

9  December  1976-28  January  1977 
P.  and  D.  Colnaghi  and  Company, 
14  Old  Bond  Street,  \vi 

Unlike  much  of  the  portraiture  of  any  period 
portraits  of  artists  remain  of  interest.  Thus 
Colnaghi's  current  exhibition  will  appeal  to 
many  people  who  are  not  usually  concerned  with 


prints.  Engraved  portraits  from  the  sixteenth  to 
the  twentieth  centuries,  presenting  the  widest 
possible  range  of  sitters,  engraving  methods  and 
artistic  and  market  value,  have  been  assembled. 

Of  greatest  artistic  worth  are  the  self-portraits, 
in  particular  the  few  which  were  not  only 
designed  by  the  artist  to  be  carried  out  in  a 
graphic  medium  -  rather  than  being  reproduc- 
tions of  paintings  -  but  were  also  executed  by  the 
artist  himself.  Examples  of  such  work  over  the 
succeeding  centuries  which  may  be  seen  include 
prints  by  Rembrandt,  G.  F.  Schmidt,  Fantin 
Latour  and  Kathe  Kollwitz.  Until  the  advent  of 
photographic  processes  these  prints  reached  a 
limited  public,  unlike  the  series  of  artists'  port- 
raits, such  as  van  Dyck's  Iconography,  which  testify- 
to  the  interest  shown  in  artists  as  individuals. 

Although  it  is  the  appearance  of  the  sitters  on 
which  the  eye  first  focusses,  the  different  techni- 
ques employed  over  the  years  emphasise  the 
changing  role  and  aims  of  the  artist.  We  move 
from  the  artist's  discovery  of  the  freedom  of 
etching,  through  the  stunning  technical  effects  of 
the  seventeenth-century  French  engravers,  the 
variety  of  the  eighteenth  century  -  from  the 
crayon  method  in  sanguine  employed  by 
Demarteau  for  the  Self-portrait  by  Vanloo  to  the 
rare  three-colour  process  mezzotints  by  Carlo 
Lasinio  -  up  to  the  intensity  and  directness  which 
lithography  brought  in  the  last  century. 

The  exhibition  is  based  on  the  latest  stock 
catalogue,  No.  4,  produced  by  the  Old  Master 
Department.  Previous  catalogues,  have  all  dealt 
with  seventeenth-century  prints,  by  French 
artists,  No.  1,  from  the  Netherlands,  Germany 
and  England,  No.  2,  and  by  Italian  and  Spanish 
artists,  No.  3.  The  present  catalogue  improves 
on  its  predecessors  in  illustrating  all  the  items 
listed,  of  which  only  a  part  are  on  display. 

David  Alexander 


Six  Studio  Potters 

14  October-12  December  1976 
Victoria  and  Albert  Museum, 
South  Kensington,  SW7 

Exhibitions  of  studio  pottery  can  be  introspective 
and  of  limited  appeal,  while  the  potters  them- 
selves, securely  locked  in  the  complacency  of  their 
own  universe,  are  traditionally  self-sufficient. 


Large  fox  box,  stoneware, 

by  Ian  Godfrey. 
I  "ictoria  and  Albert  Museum. 


The  endless  repetition  of  sub-Bernard  Leach 
styles  and  forms,  the  hand-made  ethic  that 
has  resulted  only  in  a  casual  abandonment  of 
standards  of  aesthetic  judgement  and  the  self- 
indulgent  escapism  of  many  potters  have* 
combined  to  make  visits  to  exhibitions  and  craft 
shops  dull  and  unrewarding  experiences.  How- 
ever, over  the  last  five  years  there  have  been  signs 
that  studio  potters  arc  at  last  starting  to  emerge 
from  their  torpitude;  this  emergence  has  been 
actively  encouraged  by  the  Victoria  and  Albert 
Museum  by  a  series  of  exhibitions  which  have 
included  "International  Ceramics'  and  'The 
Craftsman's  Art'.  Other,  smaller  exhibitions, 
notably  'The  'Thirties'  and  'Keith  Murray',  have 
served  to  remind  us  how  good  studio  pottery 
was  in  its  youth,  and  how  much  has  been  lost 
since  the  1930s. 

This  new  travelling  exhibition,  organised  by 
the  Department  of  Regional  Services,  is  a  well- 
chosen  reflection  of  the  state  of  studio  pottery  in 
Britain  today.  The  six  potters,  Michael  Casson, 
Gordon  Baldwin,  Hans  Coper,  Jaqueline 
Poncelet,  Peter  Simson  and  Ian  Godfrey  show  in 
their  work  and  in  the  recorded  interviews  that  are  a 
part  of  the  exhibition,  not  only  the  present  state  of 
play,  but  also  likely  patterns  of  development  for 
the  future.  Casson,  frequently  an  eloquent  am- 
bassador for  the  whole  studio  movement,  is  a 
traditional  potter  whose  handsome,  well-propor- 
tioned wares  show  an  awareness  of  background 
but  avoid  the  tiresome  trap  that  leads  so  many 
potters  to  become  pale  and  boring  shadows  of 
Leach.  In  contrast,  Coper  and  Poncelet  both  pro- 
duce finely  made  pots  in  porcelain  and  stoneware 
that  reveal  a  deep  interest  in  form,  materials  and 
texture.  Their  work  shows  a  willingness  to 
explore  and  exploit  the  qualities  of  industrial 
ceramics,  a  most  welcome  return  to  the  attitudes 
and  standards  of  the  better  industrial  studios  of 
the  1930s,  at  Wedgwood,  Doulton,  Bullcrs,  and, 
of  course,  abroad.  The  other  potters  show  a 
different  face  of  ceramics,  namely  the  use  ot  the 
medium  as  sculpture,  an  attempt  to  bridge  the 
largely  harmful  gap  between  the  so-called  fine 
and  applied  arts,  a  gap  that  the  traditional  intro- 
version of  studio  potters  has  helped  to  create. 
Baldwin,  particularly,  produces  ceramics  that  are 
closer  to  the  sculpture  of  Philip  King  than  the 
conventions  of  pottery.  However,  they  never 
forget  the  traditions  of  their  craft.  Similarly  Ian 
Godfrey,  a  figurative  sculptor  of  great  originality 
and  humour,  shows  in  his  richly  modelled  fan- 
tasies a  deep  understanding  of  South  American, 
African,  early  Chinese  and  other  primitive 
ceramic  styles. 

This  exhibition  shows  that  there  are  studio 
potters  working  now  who  are  prepared  to  be 
imaginative  and  adventurous,  and  who  at  last 
show  an  awareness  of  the  need  to  impose  stand- 
ards of  aesthetics  and  quality  upon  their  work. 

Paul  Atterbury 

Norwegian  Romantic  Landscape 
Painting  1820-1920 

23  September-29  October,  1976 
Morley  Gallery,  Westminster  Bridge  Road,  sei 

Norwegian  painting  is  not  a  subject  familiar  to 
many  British  art  lovers.  The  dramatic  landscape 
of  the  Norwegian  mountains  and  fjords  was  a 
theme  of  proven  popularity  in  the  last  century  tor 
many  British  and  other  painters  and  etchers. 
There  is  scarcely  a  sale  of  Victorian  pictures 
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J.  C.  Dahl. 
I  'iew  from  Hjcll  in  I  'alders. 

which  does  not  include  some  painterly  allusion 
to  the  crags  and  peaks  of  Scotland's  grander 
cousin.  Edvard  Munch  has  for  so  long  dominated 
our  awareness  of  Norwegian  painting,  that  it 
comes  almost  as  a  surprise  to  see  such  a  variety  of 
distinguished  and  interesting  work  from  his  pre- 
decessors and  contemporaries.  German  and  later 
French  influences  were  much  in  evidence  in  this 
exhibition,  which  included  work  by  J.  C.  Dahl, 
aptly  described  as  Norway's  Turner  and 
Constable  combined,  Joachim  Frich,  Ludvig 
Munthc,  Munch  himself  and  a  score  of  other 
representative  artists.  Morley  College  are  to  be 
congratulated  for  staging  such  an  attractive  and 
educative  display  wa 

Sacred  Circles 

Two  thousand  years  of  North 
American  Indian  Art 
7  October  1976-16  January  1977 
Hay  ward  Gallery,  South  Bank,  sei 

Because  the  subject  is  relatively  unknown,  it  is 
quite  possible  that,  though  greatly  praised  for 
bringing  to  our  notice  a  fresh  field  in  aesthetic 
experience,  the  quite  exceptional  nature  of  the 
current  exhibition  of  North  American  Indian 
Art  could  be  overlooked.  It  is  true  that  'Master- 
pieces of  Eskimo  and  Indian  Art'  in  Paris  dealt 
only  with  Canadian  Indian  art,  the  'Far  North' 
Exhibition  in  Washington  only  writh  the  art  of 
Alaska,  'Strangers  of  the  North'  in  Edinburgh 
only  with  Athabascan  Indian  art,  and  that 
London's  'Sacred  Circles'  covers  the  whole 
spectrum  of  North  American  Indian  art  from 
Eskimo  to  the  South  West.  Yet  this  exhibition  is 
not  simply  bringing  to  the  Hayward  Gallery  an 
extraordinarily  comprehensive  collection  of 
Indian  art,  but  many  unique  pieces,  as  well  as 
choice  and  excellent  pieces  of  their  known  genre. 

Ralph  T.  Coe  is  the  Assistant  Director  of  the 
William  Rockhill  Nelson  Gallery  of  Art,  and  the 
Atkins  Museum  of  Fine  Art  in  Kansas  City,  and  it 
is  he  who  has  succeeded  in  prising  from  museums 
and  collectors  North  American  Indian  ait  and 


artefacts  of  primary  historical  importance. 

Powhatan's  'Mantle'  has  been  taken  down 
from  its  high  wall  in  the  Ashmolean  Museum  in 
Oxford.  Powhatan  was  Pocahontas'  father  and 
so  we  can  date  the  large  deerhide  cloak,  with  mar- 
ginella  shell  decoration  of  circles  and  two  con- 
fronting deer  with  a  human  figure  between  them, 
to  the  first  years  of  the  seventeenth  century.  It  is 
the  earliest  documented  piece  of  North  American 
Indian  art  of  the  historic  period.  Visitors  to  the 
Students'  Room  of  the  Museum  of  Mankind  will 
be  very  interested  to  see  the  'Back  Ornament'  of 
the  Great  Lakes,  Ottawa,  which  has  been  visible 
only  partially  as  a  frontal  shell  ornament  in 
Gilbert  Stuart's  portrait  of  Joseph  Brant  hanging 
there  on  the  wall.  Now  we  see  that  the  shell  is 


Powhatan's  Mantle, 
Woodlands,  Alonquin, 
deerhide,  sinew.  Length:  2.13  111. 
The  Visitors  of  the  Ashmolean  Museum,  Oxford. 
Hayward  Gallery. 


simply  part  of  an  elaborate,  interesting  'Back 
Ornament'  worked  in  porcupine  quill.  In  the 
exhibition  the  painting  hangs  near  the  exhibit. 

These  two  pieces  arc  only  a  fraction  of  the 
British  contribution.  The  British  Museum  has 
lent  many  of  its  greatest  treasures  -  the  two 
unique  sculptural  mother  and  child  pieces  and  the 
emaciated  Shaman  from  the  North  West 
Pacific  Coast  Haida  Indians  as  well  as  the  mask 
left  one  night  on  the  deck  of  Captain  Cook's 
ship  by  Indians  in  Nootka  Sound.  Excellence  is 
the  keynote  of  the  pieces  lent  by  the  Royal 
Scottish  Museum  -  Algonquin  caribou  coats,  and 
a  totally  perfect  Cree  'Octopus'  bag  of  caribou 
worked  in  silk  with  beadwork  edging  and  ap- 
pendages. Interesting  Eskimo  pieces  come  from 
the  Sainsbury  Collection  in  the  University  of 
East  Anglia,  and  private  collections  have  been 
raided  by  Mr.  Coe  for  hoods,  collars,  and  bags  to 
show  the  double  curve  motif  and  oriental  in- 
fluence reaching  as  far  as  an  Eastern  tribe  like  the 
Penobscot.  The  Danish  Ipiutak  pieces  arc  of 
special  interest,  especially  the  squint-face  mask. 

France  provides  perhaps  the  most  distinctive 
pieces  of  the  whole  exhibition.  Patiently  cut  and 
drilled  wampun  shell  beads  made  into  belts  were 
traditional  gifts  of  the  Eastern  Woodlands 
Indians.  They  also  marked  events  and  agreements 
between  peoples  with  the  appropriate  symbols 
worked  in  the  two  colours  of  the  shell,  purple 
and  white.  The  two  belts,  one  with  symbolic 
rectangular  designs,  and  the  other  with  represen- 
tational figures,  the  latter  associated  with  Perm's 
founding  of  Pennsylvania,  are  interesting  enough, 
but  we  are  also  shown  two  amazing  specimens 
on  loan  from  the  Tresor  de  la  Cathedrale  de 
Chartres,  marking  the  homage  of  the  Abenaki 
and  the  Huron  to  the  Virgin  Mary.  Carefully 
written  out  in  best  Latin  they  read,  'Given  by  the 
Abenaki  to  the  Virgin  Mary'.  And  'Gift  of  the 
Huron  to  the  Virgin  Mother'.  German  museums 
and  private  collectors  have  been  especially  in- 
terested in  the  Plains  Indians  and  have  lent  many 
fine  and  rare  pieces. 

As  one  might  imagine,  the  largest  number  of 
lenders  to  the  exhibition  are  from  the  North 
American  continent,  where  many  museums  in 
Canada  and  the  usa  have  allowed  Mr.  Coe  to 
bear  off  great  treasures,  as  have  a  large  number  of 
private  collectors,  to  whom  we  must  be  very 
grateful.  We  should  offer  especial  thanks  to  the 
Georgia  Department  of  Natural  Resources. 
Although  perhaps  a  dozen  similar  figures  exist, 
certainly  nothing  like  the  two  large  marble 
Etowah  figures  has  ever  been  seen  here,  and  these, 
excavated  as  lately  as  1962,  and  then  in  need  of 
prolonged  restoration,  are  little  known  even  in 
the  USA.  This  list  of  the  special  and  the  rare  could 
continue  throughout  the  exhibits. 

Besides  selecting  the  one  thousand  items,  Mr. 
Coe  has  written  all  catalogue  entries  and  intro- 
ductory summaries  to  the  various  sub-divisions 
of  the  exhibition:  Archaeology,  Woodlands, 
Eskimo,  North- West  Coast,  Plains,  South  West 
and  Far  West.  These  summaries  could  be  recom- 
mended as  the  best  possible  introduction  to  the 
subject,  readable  and  deeply  informed.  Assured 
in  his  scholarship,  he  allows  himself  in  his  intro- 
duction to  show  his  feeling  for  Indian  art  and  to 
help  us  understand  their  very  different  world  by 
trying  to  express  their  mythical  and  mystical 
approach.  He  brings  to  our  notice  not  only  the 
obviously  elegant  or  superbly  fashioned  object 
but  the  small  ritual  spoon,  the  medicine  bags, 
and  bundles,  and  the  carefully  arranged  Peyote 


box.  His  title  'Sacred  Circles'  reminds  us  to  look 
very  carefully  and  respectfully  at  the  objects  we 
see  before  us,  and  remember  that  they  are  all 
shot  through  with  meaning  over  and  above  the 
extraneous  visual  impact.  Mr.  Coe's  contribution 
to  the  Indian  cause  is  making  manifest  their 
genius.  We  find  even  where  the  objects  were 
made  subject  to  the  influence  of,  or  even  for,  the 
white  man,  they  are  still  palpably  Indian  and 
remain  so  till  this  day,  as  is  obvious  from  Bill 
Reid's  beautiful  gold  bracelet. 

This  sprawling,  open  ended,  conglomeration 
of  objects,  can  lead  to  no  tidy  aesthetic  or  archae- 
ological conclusions,  but  it  opens  an  immense 
field  for  thought  and  research.  Dr.  Coe  has 
shown  the  way  by  tracing  designs  to  Shamanist 
Central  Siberia  and  the  Amur  River,  in  a  recent 
lecture,  the  first  of  a  series  held  in  connection 
with  this  exhibition,  at  the  Museum  of  Mankind, 
Burlington  Gardens. 

June  Bedford 


Jewellery  through 
Seven  thousand  years 

12  November  1976-1  February  1977 
The  British  Museum, 
Great  Russell  Street,  wci 

A  large  show  of  jewellery  is  a  rare  treat.  It  is  not 
often  possible  to  hold  loan  exhibitions  and  some 
museums  find  it  difficult  or  even  impossible  to 
show  the  treasures  they  already  possess,  because 
of  the  seemingly  endless,  boring  and  expensive 
difficulties  of  providing  a  sufficiently  secure 
gallery.  It  is  widely,  but  erroneously,  believed 
that  jewellery  must  always  be  valuable  and  the 
small  scale  of  the  objects  makes  them  temptingly 
portable.  In  fact  many  ancient  pieces  have  no 
intrinsic  value,  so  their  only  financial  worth  is  in 
their  rarity  and  historical  interest.  The  value  of 
jewellery  from  early  periods  which  has  been 
recovered  from  archaeological  excavations,  even 
when  it  is  made  of  precious  materials,  is  very 
much  reduced  if  the  location  of  the  find  cannot 
for  some  reason  be  disclosed.  Romantic  or 
historical  association  can  add  significantly  to  the 
value  of  a  piece,  but  this  generally  prc-supposes 
the  existence  of  documentary  material  which  all 
too  easily  gets  separated  from  the  object.  Until 
quite  recently  it  was  possible  to  buy  all  kinds  of 
antique  jewellery,  except  that  set  with  large 
precious  stones,  very  cheaply  indeed,  amongst 
the  cheapest  of  all  being  little  pieces  of  Roman 
gold  work;  even  great  age  did  not  at  that  time 
add  greatly  to  the  price. 

The  two  most  remarkable  aspects  of  the 
present  jewellery  exhibition  are  suggested  by  the 
location  and  the  title.  It  is  hardly  necessary  to 
remark  that  the  exhibits  themselves  are  of  a 
quality  and  diversity  which  only  the  resources  of 
this  large  institution  could  be  expected  to  supply 
-  no  less  than  six  different  departments  have  been 
ransacked  for  the  approximately  seven  hundred 
objects  which  are  on  show,  and  even  with  this 
large  number  much  has  had  to  be  rejected  for 
lack  of  space.  Regretably  the  Prints  and  Drawings 
collection,  which  could  have  been  supplied  an 
interesting  spread  of  source  material  in  the  form 
of  early  pattern  books,  is  here  represented  by  only 
two  designs  by  Hans  Holbein  the  Younger. 
More  remarkable  is  the  vast  scope  of  the  exhibi- 
tion which  this  huge  span  of  years  implies.  The 


exhibits  range  from  a  necklace  made  of  obsidian, 
cowrie  shells  and  baked  clay  from  Iraq,  of  the 
Halaf  period  which  is  dated  c.  5,000  bc,  to  pieces 
from  the  mid-nineteenth  century  ad,  the  last 
date  being  about  i860,  represented  by  two  rings 
which  belonged  to  Robert  and  Elizabeth  Barrett 
Browning.  In  the  interests  of  the  strictest  accuracy 
it  should  perhaps  be  pointed  out  that  there  are  still 
twenty-four  years  to  run  of  the  seven  thousand 
years,  and  also  in  order  to  avoid  disappointment 
for  those  visitors  who  are  more  interested  in 
post-Renaissance  European  jewellery  than  in 
African  tribal  ornaments,  that  the  last  one 
hundred  and  fifty  years  (from  the  beginning  of 
the  nineteenth  century)  are  not  covered  in  any 
great  detail.  Both  the  enthusiasms  of  those 
chiefly  involved  with  the  planning  of  the  exhibi- 
tion and  the  richest  resources  of  the  museum 
diminish  in  the  post-Renaissance  period,  but  the 
extraordinary  wealth  of  material  from  the  earlier 
periods  more  than  compensates  for  the  absence  of 
a  survey  of  the  eighteenth-century  developments 
in  lapidary  work,  or  the  historical  and  archae- 
ological pre-occupations  of  the  Victorians.  Much 
of  the  archaeological  knowledge  of  the  Victorian 
goldsmiths  was  gained  from  the  very  objects 
displayed  here:  for  instance,  two  Etruscan  neck- 
laces and  earrings,  a  Greek  diadem  and  necklace, 
and  a  pair  of  Roman  earrings  and  a  necklace  all 
came  from  the  collection  of  Augusto  Castellani, 
son  of  the  famous  nineteenth-century  Roman 
goldsmith  Fortunato  Pio  Castellani,  and  the  mag- 
nificent eighth-century  Irish  'Londesborough' 
brooch,  which  was  published  by  Fairholt  in  1857, 
is  of  the  same  type  as  the  much-copied  'Tara'  and 
'Kilmainham'  brooches. 

Every  one  of  the  exhibits  conies  from  the 
Museum  collections,  many  of  the  most  famous 
pieces,  such  as  the  jewellery  from  the  Sutton  Hoo 
ship  burial,  the  'Snettisham'  tore,  the  six  'Nor- 
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'Londesborough'  brooch, 
Irish,  eighth  century  ad. 
British  Museum. 


Baroque  pearl  'Dragon'  pendant, 
Spanish,  late  sixteenth  century; 
cf.  designs  published  by  Han  Collaert  in  1 581. 
British  Museum. 

wich'  tores  (which  entered  the  Museum  collec- 
tion in  a  blaze  of  press  publicity  as  recently  as 
1968),  the  'Towneley'  jewel  and  the  'Lyte' 
jewel,  to  name  but  a  few,  will  already  be  known 
to  habitues  of  the  departments  which  they  norm- 
ally adorn.  The  function  of  this  exhibition  is 
therefore  to  enable  the  public  to  visualise  the 
chronological  development  of  jewellery  styles 
and  techniques  right  across  all  the  cultures.  It  is 
not  usually  possible  to  chase  up  an  elusive  simi- 
larity between  two  pieces  of  widely  different  date 
and  geographical  locality  as  this  may  necessitate  a 
frenzied  search  through  nearly  half  a  mile  of 
galleries  and  corridors  (nearer  two  miles  in  the 
case  of  pieces  from  the  Ethnography  department 
now  housed  in  the  new  Museum  of  Mankind  in 
Burlington  Gardens,  a  number  of  which  are  on 
show  here).  In  the  event  this  large  accumulation 
of  objects  serves  more  to  show  how  consistently 
certain  motifs  and  techniques  are  used  through- 
out the  whole  of  this  immensely  long  period  of 
time,  than  any  great  diversity  in  the  use  of 
materials  or  inspiration.  For  instance  certain 
forms  have  an  amuletic  significance,  and  they 
turn  up  regularly  throughout  every  period  and  in 
most  different  cultures  -  compare  catalogue 
numbers  167  and  374,  both  hands,  one  in  silver 
and  one  in  ivory,  which  are  separated  in  time  by 
nearly  fifteen  hundred  years;  and  the  Roman 
snake  bracelet  could  have  been  the  prototype  for 
any  number  of  European  'Romantic'  pieces  in  the 
early  nineteenth  century  -  this  is  an  aspect  of  the 
history  of  jewellery  which  Mr.  Hugh  Tait,  the 
organiser  of  the  exhibition  has  been  at  consider- 
able pains  to  emphasise  in  the  layout  of  the 
exhibits.  The  history  of  enamelling,  for  instance, 
shows  a  continual  cross-fertilisation  between 
East  and  West,  and  the  conflicting  claims  relating 
to  the  revival  of  the  cloisonne  technique,  and  the 
closely  related  plique-a-jour,  in  the  second  half  of 
the  nineteenth  century  suggest  that  it  was  being 
spontaneously  investigated  in  several  different 
centres  at  once.  The  use  of  filigree  decoration  also 
occurs  in  both  Eastern  and  Western  jewellery,  in 
the  post-Classical  period  mainly  in  local  and 
traditional  jewellery  worn  by  peasants  and  other 
established  rural  communities,  whose  interest  in 
fashionable  developments  was  necessarily  non- 
existent. 


334 


Apart  from  the  chronological  survey  of  the 
history  of  personal  ornament,  which  forms  the 
central  and  largest  section  of  the  exhibition, 
separate  displays  have  been  arranged  of  amuletic 
jewellery,  finger-rings,  which  have  a  complex 
history  of  symbolism,  already  the  subject  of  a 
number  of  special  studies  including  the  compre- 
hensive catalogue  of  the  Museum's  collection  by 
O.  M.  Dalton,  published  in  1912,  and  last  but  not 
least,  a  small  selection  from  the  Museum's  col- 
lection of  cameos.  In  this  section,  with  a  scholarly 
precision  which  might  have  been  expected  of  this 


institution,  only  stones  which  can  be  proved  by 
the  existence  of  contemporary  settings  to  have 
been  intended  for  personal  adornment,  are 
included. 

This  exhibition  is  too  large,  both  from  the 
point  of  view  of  its  conception  and  of  the  large 
number  of  exhibits,  to  allow  ot  a  neat  summing- 
up  either  of  its  intentions  or  its  likely  impact,  but 
it  is  not  one  which  anyone  interested  in  this  com- 
plex and  fascinating  subject  can  possibly  afford 
to  miss. 

Charlotte  Gere 


Pietro  Longhi.  A  Lady  receiving  a  Cavalier.  National  Gallery,  London. 


From  'Pictures  from  eighteenth-century  Venice' 
a  touring  exhibition  of  National  Gallery  pictures 
at  Bristol  City  Museum  and  Art  Gallery  until 
5  December.  Venice  in  the  eighteenth  century 
was  no  longer  the  powerful  and  wealthy  state  that 
she  had  been  in  the  sixteenth  century;  but  her  arts 
still  flourished,  albeit  with  the  emphasis  on  virtu- 
osity and  elegance.  The  sixteen  pictures  in  the 
exhibition  illustrate  these  qualities.  They  include 
four  canvases  by  the  two  best-loved  painters  of 
Venice  at  this  time,  Canaletto  and  Guardi, 
several  works  by  both  Giambattista  and  Gian- 
domenico  Tiepolo,  a  mythological  and  a  biblical 


scene  by  Sebastiano  Ricci.  and  two  more  pictures 
of  aristocratic  interiors  by  Pietro  Longhi.  The 
illustrated  catalogue  by  Homan  Potterton  is 
extremely  informative,  with  an  essay  on  the 
historical  background  to  the  art  of  eighteenth- 
century  Venice,  full  catalogue  notes  and  short 
biographies  of  the  artists.  Hopefully  it  is  the  first 
of  a  series  of  similar  exhibitions  each  on  a  different 
theme  organised  by  the  National  Gallery.  It  will 
be  at  Norwich  Castle  Museum  from  1 1 
December  to  23  January  and  at  Wolverhampton 
Central  Art  Gallery  from  31  January  to  13 
March  1977.  bl 
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Fugai  Ekun  (1568-1654). 
Hotei,  a  Zen  monk  of  the  ninth  century, 
36.5  X  64.5  cm. 

From  an  exhibition  of  'Four  hundred  years  of 
Zen  painting'  at  Barling  of  Mount  Street,  wi, 
from  8  to  18  December.  It  consists  of  thirty 
paintings  and  calligraphies  by  artists  from  the 
sixteenth  century  to  the  present  day.  The  subject 
matter  is  varied,  including  portraits,  landscape 
and  animals,  although  Daruma,  the  first  patriarch 
of  Zen,  is  often  represented. 

Napoleon  in  the  Bowes  Museum 

This  remarkable  museum  in  the  small  town  of 
Barnard  Castle,  Northumberland,  contains  a 
notable  collection  of  pictures  and  objects  asso- 
ciated with  Napoleon  and  the  Empire.  Most 
impressive  is  the  large  picture  by  Girodet  which 
shows  an  august  Napoleon  1  in  the  rich  red  robes 
of  his  coronation,  crowned  with  a  wreath  of 
laurels.  That  his  family  also  had  no  wish  to  be 
forgotten  by  posterity  is  shown  by  numerous 
representations  of  them.  Here  there  arc  pictures 
by  Francois  Kinsoen  and  Louis-Marie-Jeanne 
Mauduit,  and  sculptured  busts  by  Francois  Lemot 
and  P.  Juramy.  There  is  also  a  portrait  of  Marshal 
Soult  by  Joseph-Marie  Court.  A  miniature  by 
Charpcntier  and  a  bust  after  Canova,  are 
other  images  of  Napoleon.  Objects  specifically 
associated  with  Napoleon  include  a  silver-gilt  cup 
and  saucer  engraved  with  'n'  within  a  laurel 
wreath,  a  piece  of  silk  with  'n',  within  the  laurel 
wreath  and  with  the  Napoleonic  bees,  a  carved 
wooden  figure  and  an  ivory  and  a  Staffordshire 
bust,  all  of  Napoleon.  In  addition  there  are  pieces 
of  furniture  and  other  decorative  objects  pro- 
duced during  the  Empire  period. 

Apart  from  these  the  museum  contains  a  great 
many  interesting  pictures  and  objects.  The 
collection  was  formed  by  John  Bowes  and  his 
wife  between  the  1840s  and  the  1870s,  and  is 
housed  in  a  massive  French-style  building  de- 
signed specially  for  it  in  1869.  It  includes  French 
and  British  decorative  arts  of  all  periods,  many 
displayed  in  period  rooms,  textiles,  musical 
instruments  and  costumes.  Its  pictures  also  are 
extremely  fine,  particularly  those  of  the  Spanish 
and  French  schools. 


335 


Salerooms 

Briony  Llewellyn 


I.  PlETER  CLAESZ. 

Still-life,  signed  with  monogram  and 
dated  1642,  panel,  37.5  X  51  cm. 
Christie's.  October  1976. 
£30,000. 


2.  South  German  walnut  and  marquetry 
bureau-cabinet, 
c.  1740.  Height:  205  cm. 
Christie's,  October  1976. 
£13,000. 


3.  Prussian  Order  of  the  Black  Eagle, 
1895.  Diameter:  80  mm. 
Christie's,  October  1976. 
£6,800. 


4.  Wall  mirror,  eighteenth  century, 
carved  profusely  with  rockwork 
and  mythological  figures. 

Height:  1.68  m. 
Phillips,  September  1976. 
£10,000. 
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5.  PlERRE-AuGUSTE  RENOIR. 

Matemite  or  Femme  Allaitant  son  Enfant, 
1886,  signed,  81  X  65  cm. 
Sotheby's,  New  York, 
October  1976. 
$600,000. 

The  scries  of  sales  of  Impressionist,  modern 
and  contemporary  art  at  Sotheby's  in  New  York 
last  autumn  was  very  successful.  The  Renoir 
(No.  5)  fetched  the  top  price,  but  in  the  same 
sale,  Plante  tic  Tomate  by  Picasso,  painted  in 
1944,  realised  $1 80,000  and  L'Arabe  an  Tonibean 
by  Delacroix,  signed  and  dated  1838,  realised 
$130,000.  In  the  sale  of  drawings  and 
watercolours,  the  top  price  was  $59,000  for  a 
watcrcolour  and  pencil  drawing  by  Cezanne  of 
Mont  Saint  I'ictoire.  A  record  for  a  Morris  Lewis 
was  achieved  in  the  sale  of  contemporary  art  for 
his  Beta  Phi,  painted  in  1960/1,  which  fetched 
$90,000,  and  in  the  same  sale,  Roto  Broil  by  Roy 
Lichtcnstein  realised  $75,000. 


Objects  with  a 
Napoleonic  Association 


6.  Daniel  Saint. 
Miniature  portrait  of  Napoleon, 
oval,  4.7  cm. 
Sotheby's,  March  1976. 
£550. 


7.  Pair  ot  massive  Sevres-pattern 
ormolu-mounted  bleu-dn-roi  vases  and  covers 
painted  by  J.  Pascault  with 
The  Marriage  of  Napoleon  and  the  Empress  Josephine 
and  with  The  Crowning  of  Josephine  by  Napoleon. 
Christie's,  May  1976. 
£16,000. 
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8.  One  hundred  and  two  piece  service 
painted  with  scenes  from  the  life  of  Napoleon, 
late  nineteenth  century,  Paris. 
Sotheby's,  July  1976. 
£4.600. 


9.  Gold  watch, 
enamelled  in  grisaille  on  a  blue  ground 
with  an  allegory  of  music. 
Movement  signed  by  Jan  Hendk  Kuhn  of 
Amsterdam,  end  of  eighteenth/beginning 
of  nineteenth  century. 
Chapelle-Perrin-Fromantin, 
Versailles,  October  1976. 
Ft.  13,500. 


to.  Gold  watch, 
enamelled  in  polychrome  with 
an  allegory  of  Love. 
Movement  signed  by 
Jacqs  Coulon  and  Amy-Bry  of  Geneva, 
beginning  of  nineteenth  century. 
Chapelle-Perrin-Fromantin. 
Versailles,  October  1976. 
Fr.  8,000. 


11.  Porcelain-mounted  giltwood  table, 
the  circular  top  inset  with  a  German 
porcelain  plaque  of  Napoleon  in  coronation  robes 
surrounded  by  fourteen  oval  plaques 
of  members  of  the  Bonaparte  family, 
and  other  notables, 
mid-nineteenth  century. 
Christie's,  July  1976. 
£1,750. 


12.  A  garniture  of  arms  by  Boutet  of  Versailles 
presented  to  Napoleon  in  1797 
by  the  Directory  of  the  French  Republic. 
It  consists  of  a  full-sized  pair  of  coat  pistols, 
a  short  rifle  or  carbine  and  a  sword 
with  the  leading  and  cleaning  accessories. 
Its  original  presentation  case  is  now  missing. 

The  garniture  appeared  in  the  Gothic  Hall 
Exhibition  in  1 8 16,  which  was  organised  by  Mr. 
T.  Gwenapp.  In  the  catalogue  it  was  described  as: 
'P.  esented  to  Napoleon  by  the  Directory  of  the 
French  Republic  in  1797  "as  a  testimony  of  their 
approbation  in  consequence  of  his  beating  the 
Austrians  and  Sardinians  and  forcing  the  King  of 
Sardinia  into  a  hasty  peace".  The  sword  is  the  one 
Bonaparte  carried  in  his  hand  when  he  drove  the 
Council  of  Five  Hundred  out  of  Saint-Cloud  and 
became  in  consequence  First  Consul'.  The  cata- 
logue continues:  'When  Bonaparte  was  made 


Emperor,  he  gave  the  case  as  a  present  to  Marshal 
Junot,  Duke  of  Abrantes,  with  whom  it  re- 
mained till  his  death.  The  Duchess  of  Abrantes, 
having  remained  faithful  to  Louis  xvm,  on  the 
return  of  Napoleon  from  Elba,  the  latter  deprived 
her  of  her  pension.  The  Duchess  being  an 
extravagant  woman  was,  during  Napoleon's 
short  reign,  obliged  to  part  with  a  number  of 
precious  and  scarce  things  and  amongst  the  rest 
this  case  of  arms,  given  by  Napoleon  to  her 
husband.  It  was  purchased  by  an  officer  then  in 
the  command  of  the  French  Emperor  and  after 
the  Battle  of  Waterloo  was  brought  to  this 
country'.  The  officer  apparently  tried  to  sell  the 
garniture  to  George  iv  without  success  and  he 
subsequently  sold  it  to  Mr.  Gwenapp  for  300 
guineas.  It  then  found  its  way  to  Clonbrock,  the 
County  Galway  home  of  the  Dillon-Mahon 
family  where  it  has  remained  ever  since.  It  is 
beintr  sold  at  Christie's  this  month. 
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One  hundred  and  fifteen  years  ago,  the  very  first  Christmas  issue  of  The  Queen  magazine 
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S-io  Hans  Road,  Knightsbridge,  London  SW3 
Tel:  01-589  5266 

Fine  18th  Century  English  furniture  and 
Works  of  Art 

Thos.  Agnew  &  Sons  Ltd. 

43  Old  Bond  Street,  London  wi 
Tel:  01-629  6176 

Paintings,  Watercolours,  Drawings  and 
Engravings  of  all  Schools 

Maria  Andipa's  Icon  Gallery 

162  Walton  Stieet,  London  SW3 
Tel:  01-5892371 

Byzantine,  Greek,  Russian,  Ethiopian  &  Syrian 
Icons  14th  to  lgth  Century 

Algernon  Asprey  Ltd. 

27  Bruton  Street,  London  wix  8 ha 
Tel:  01-629  2608,  Telex:  21 142 

Fine  antique  furniture,  clocks  and  silver; 
specially  designed  modern  jewellery  and 
presentation  items;  interior  furnishing 

Bentley  &  Co. 

65  New  Bond  Street,  London  wiy  9DF 
Tel :  01-629  065 1  /03  25 

Antique  Jewels,  Antique  watches,  Jewelled  objects 
of  Art,  Russian  enamels 

Raymond  Benardout  Gallery 

5  William  Street,  Knightsbridge, 
London  Swix  9HL,  Tel:  01-235  33»°(24  hours). 
Antique  and  decorative  Rugs  and  Tapestries. 
Open  Monday  to  Friday  1 0  a.m.  -  6 p.m. 
Saturdays  till  1  p.m. 

H.  Blairman  &  Sons  Ltd. 

119  Mount  Street,  London  wiy  511K 
Tel:  01-493  0444 

18th  Century  Furniture,  Regency  Furniture, 
Chinese  Mirror  Pictures  and  Works  of  Art 

Bluett  &  Sons  Ltd. 

48  Davics  Street,  London  wi 
Tel:  01-629  4018/3397 

Oriental  Ceramics  and  Works  of  Art 
Brod  Gallery 

24  St.  James's  Street,  London  swi 
Tel:  01-839  3871 

Fine  Paintings  and  Drawings 

W.  G.  T.  Burne 

11  Elystan  Street,  London  s W3 
Tel:  01-589  6074 

English  and  Irish  glass  chandeliers,  candelabra,  etc. 
Carrington 

130  Regent  Street,  London  wi 
Tel:  01-734  3727 

Antique  and  Modern  Silver,  Military  Silver  and 
badge  brooches 


Clarges  Fine  Art 

158  Walton  Street,  London  SW3 
Tel:  01-584  3022 

Watercolours,  Drawings,  Oil  Paintings, 
British  School  igth  and  20th  centuries 
BY  APPOINTMENT 

Colnaghi 

14  Old  Bond  Street,  London  wi 
Tel:  01-491  7408 

Fine  old  master  paintings,  drawings  and  prints 
Cramer 

38  Javastraat,  The  Hague  201 1,  Holland 
Tel:  070-63  07  58 

Fine  Old  Master  Paintings, 
catalogue  upon  request 

Crane  Arts 

321  Kings  Road,  London  SW3,  Tel:  01-352  5857 

English  and  American  Primitive  paintings, 
Modern  naives 

Crane  Kalman  Gallery 

178  Brompton  Road,  London  s W3 
Tel:  01-584  7566 

20th  century  master  painters  of  merit  ( but 
neglected)  younger  British  artists 

Delomosne  &  Son  Ltd. 

4  Campden  Hill  Road,  Kensington, 
London,  w8 
Tel:  01-937  1804 

Extensive  stock  of  English  and  Irish 
Glass  of  all  kinds  also  European  Ceramics 

Albrecht  C.  Durfeldt, 

Oddernskamp  15,  2000  Hamburg  54, 
Germany 

Herbert  Ernst  &  Co. 

1  Berlin  31,  Ballcnstedter  Str.  16, 
Germany 

Fine  Art  Society 

148  New  Bond  Street,  London  wi 
Tel:  01-629  51 16 

British  Art  of  the  18th  to  20th  centuries, 
Paintings,  Watercolours,  Drawings  and 
Sculpture 

Fischer  Fine  Arts  Ltd. 

30  King  Street,  St.  James's,  London  SWI 
Tel:  01-839  3942 

20th  century  masters  and  contemporary  paintings 
and  drawings 

S.  Franses 

71  Knightsbridge,  London  SWI 
Tel:  01-235  1888 

Oriental  and  European  carpets,  tapestries  and 
works  of  art 


Frost  &  Reed  Ltd. 

41  New  Bond  Street,  London  Wi 
Tel:  01-629  2457 

18th- igth  century  English  and  Dutch  Paintings, 
Contemporary  English  and  Modern  French 
Paintings 

Fry  Gallery 

58  Jermyn  Street,  St.  James's,  London  swi 
Tel:  01-493  449°.  Cables:  Fryart,  London 
English  Watercolours  and  Drawings  of  the 
1 8th  and  1  gth  centuries 

Dr.  Hans  Geiger 

7800  Freiburg  im  Breisgau 

Schwarzwaldstrasse  169, 

Germany 

Tel:  (76i)-39676 

All  Works  vf  Art 

Galerie  Alexander 

8022  Zurich,  Schipfe  r,  Switzerland 

Christopher  Gibbs  Ltd. 

118  New  Bond  Street,  London  wiy  9AB 
Tel:  01-629  2008/9 

Works  of  Art  and  Fine  Paintings 

Richard  Green  (Fine  Paintings) 

44  Dover  Street,  London  w  1,  Tel:  01-493  7997 

18th  and  igth  Century  English  Paintings. 
1  jth  and  18th  Century  Dutch,  Flemish  and 
Italian. 

1  jth  to  igth  Century  European  Paintings 

Halcyon  Days  Ltd. 

14  Brook  Street,  Hanover  Square, 
London,  wiy  i  a  a 

18th  and  early  igth  Century  English  enamels. 
Sole  U.K.  stockists  oj  modern 
Bilston  Enamel  Boxes,  having 
revived  the  craft  in  1970 

Hazlitt  Gallery  Ltd. 

4  Ryder  Street,  St.  James's,  London  swi 
Tel:  01-930  6821 

Italian  17th  and  18th  Century  Paintings, 
French  Paintings  of  the  Barbizon  School 

Heim  Gallery 

59  Jermyn  Street,  St.  James's,  London  swi 

Tel:  01-493  0688 

Old  Master  Paintings  and  Sculptures 

Hennell,  Frazer  &  Haws  Ltd. 

1  Davies  Street,  Berkeley  Square, 
London  wiy  2NY,  Tel:  01-499  301 1 
Antique  and  modem  jewellery  and  silver,  domestic 
silver  by  the  Hennells  from  1 737 

Edwin  H.  Herzog 

49  Brook  Street,  London  Wi 
Tel:  01-629  5460 
Fine  18th  Century  English  furniture 
and  Works  of  Art 


Hollingshead  &  Co. 

783  Fulh.im  Road,  London  sw6 
Tel:  01-385  8519 

Marble  and  Wood  Fireplace*  and  Grates,  Largest 
selection  in  London.  Marble  Slips  and  Hearths. 
Renovation  works  undertaken 

Holmes 

29  Old  Bond  Street,  London  w  1 
Tel:  01-493  1394 

Jewellery,  Antique,  Victorian  and  fine  modern 
silver 

George  Horan  (Oriental  Antiques)  Ltd. 

2S  St.  Christopher's  Place,  Wigmore  Street, 
London  wi,  Tel:  01-935  7359  (01-622  5968 
after  7  p.m.) 

By  Appointment  Suppliers  to  the  Corps 
Diplomatique. 

Oriental  Ceramics,  bronzes,  jade,  paintings, 
carvings,  etc. 

Margot  Inauen 

1000  Berlin  37,  Riemcisterstrasse  34, 
Germany 

Alan  Jacobs 

15  Motcomb  Street,  Belgravc  Square, 
London  swi,  Tel:  01-235  5944 
Specialising  in  17th  Century  Dutch  and  Flemish 
Old  Master  Paintings  and  Drawings 

Williamjob 

84-86  Pimlico  Road,  London  swi 
Tel:  01-730  7374 

Works  of  Art,  English  Oak,  cottage 
furniture,  treen 

Oscar  &  Peter  Johnson 

Lowndes  Lodge  Gallery,  27  Lowndes  Street, 
London  swi,  Tel:  01-235  6464 

Specialists  in  English  Paintings  oj  the  iSth  and  igth 
centuries 

H.  W.  Keil 

27  Mount  Street,  Mayfair,  London  wi 
Tel:  01-629  6448 

Specialists  in  Fine  Oak  and  Walnut  Furniture 

E.  &  C.  T.  Koopman  &  Son  Ltd. 

53-65  Chancery  Lane,  London  WC2 

Tel:  01-242  7624 

and  at  John  Dalton  House 

4  John  Dalton  Street,  Manchester  M2  6jp 

Tel:  061-834 2420  and  061-832  9036 

Buyers  and  exporters  oj  antique  silver,  silver  plate 
and  jewellery 

Kunst-u.  Auktionshaus, 
D.  M.  Klinger 

85  Niirnberg,  Miihlgasse  1,  Germany 


R.  A.  Lee 

1-9  Bruton  Place,  London  wi 
Tel :  01-629  5600  and  499  6266 

Specialists  in  antique  clocks 

Important  stock  oj  early  works  oj  art,  paintings, 

furniture,  silver  and  other  items 

Lefevre  Gallery 

30  Bruton  Street,  London  wi 
Tel:  01-629  2250 

Specialists  in  Fine  1  gth  and  20th 
Century  Paintings,  Drawings  and  Bronzes 

Little  Gallery 

5  Kensington  Church  Walk,  London  w8 
Tel:  01-937  8332 

Tuesday  to  Saturday  1 1  a.m.  to  6  p.m. 
or  b\  appointment. 

18th  and 20th  Century  Water  colour  sand  Drawings 

J.  S.  Maas  &  Co.  Ltd. 

15a  Clifford  Street,  New  Bond  Street, 
London  wi,  Tel:  01-734  2302 

English  Paintings,  drawings  and 
watercolours  1782-1920 

D.  M.  &  P.  Manheim 
(Peter  Manheim) 

69  Upper  Berkeley  Street, 
Portman  Square,  London  wi 
Tel:  01-723  6595 
Member  ofB.A.D.A. 

Specialist  in  Fine  English  antique  Porcelain, 
Pottery,  Delftwarc  and  Enamels 

Marlborough  Fine  Art 

6  Albemarle  Street,  London  w  1  x  3  hf 
Tel:  01-629  5 161,  Cables:  Bondartos 

Fine  Impressionists  and  20th  Century  Paintings, 
drawings  and  sculpture 

Marlborough  Graphics  Ltd. 

17-18  Old  Bond  Street,  London  wi 
Tel:  01-629  5 161,  Cables:  Bonartos 

Contemporary  Graphics  and  Multiples 

Roy  Miles  Fine  Paintings  Ltd. 

6  Duke  Street,  St.  James's,  London  SWI 
Tel:  01-930  8665 ;  Telex:  916187 
Gallery  hours :  Monday  -  Friday,  10-6 

English  and  European  Paintitigs 
oj  fine  quality 

John  Mitchell  &  Sons 

8  New  Bond  Street,  London  wi 
Tel:  01-493  7567 

Old  Master  Paintings 

Gerald  M.  Norman  Gallery 

8  Duke  Street,  St.  James's,  London  swi 
Tel:  01-839  7595 

18th,  19th  and  20th  Century  English  and  French 
watercolours  and  drawings 


James  R.  Ogden  &  Sons  Ltd. 

42  Duke  Street,  St.  James's,  London  swiy  6dj 
Tel:  01-930  3353 

Specialists  in  Ancient  Jewellery  Jewellers  and 
Silversmiths  for  four  generations.  Also  at  Harrogate 

Omell  Galleries 

22  Bury  Street,  St.  James's,  London  swi 
Tel:  01-839  4274 

Fine  19th  Century  paintings  at  realistic  prices 
40  Albemarle  Street,  Piccadilly,  London  wi 
Tel:  01-499  3685 

20th  Century  British  and  European  Paintings 
and  Marine  Paintings  at  realistic  prices 

Parker  Gallery  (Estb.  1750) 

2  Albemarle  Street,  London  w  1  x  3 hf 
Tel:  01-499  59°6 

Marine,  Military,  Topographical  and  Sporting 
Paintings,  Prints  and  Watercolours,  Old  Maps, 
Ship  Models  and  Curios 

David  Peel  &  Co.  Ltd. 

2  Carlos  Place,  Mount  Street,  London  Wi 
European  works  oj  art 

David  Pettifer 

269  King's  Road,  London  SW3  5EN 
Tel:  01-352  3088 

18th  and  early  19th  century  English  furniture 
Phillips  &  Harris 

54  Kensington  Church  Street,  London  w8 
Tel:  01-937  3133 

Selected  European ,  Oriental  jurniture  and 
works  oj  art 

Piccadilly  Gallery 

1 6a  Cork  Street,  London  w  1 
Tel :  01-629  2875  and  01-499  4632 
British  Figurative  Painters,  International 
Symbolist  Jugenstil  Works,  Museum  quality 
British  and  Continental  Drawings 

H.  W.  Poulter  &  Son 

279  Fulham  Road,  London  swio 
Tel:  01-352  7268 

18th  Century  Chimney  Pieces,  Grates,  Fenders  and 
Chandeliers 

Prestige  Art  Galleries 

46  Reguliers  Brecstraat,  Amsterdam, 
Holland 

Tel:  Amsterdam  240104 

Howard  Ricketts 

180  New  Bond  Street,  London  wiy  9PD 
Tel:  01-409  1971 

Fine  European  Arms  and  Armour 
Islamic  and  works  of  Art, 
Early  Photographic  Material 

Roland  Browse  &  Delbanco 

29  Cork  Street,  London  wi,  Tel:  01-734  79^4 
19th  and  20th  Century  European  Paintings, 
Drawings  and  Sculpture 


Rumens  Antiques 

i  Market  Street,  Woodstock,  Oxford  0x7  isu 
Tel:  S11618 

ljth-igth  century  Dutch  and  English  paintings 
>and  watercolours.  Early  English  porcelain,  small 
furniture  and  barometers 

Frank  T.  Sabin  Ltd. 

4  New  Bond  Street,  London  vvi 
Tel:  01-499  5553 

English  Paintings,  Watercolours  and  Fine 
Antiquarian  Prints 

The  Sladmore  Gallery 

32  Bruton  Place,  London  wi 
Tel:  01-499  0365 

lQth  Century  Impressionists  and  Contemporary 
animal  sculpture,  Wildlife  and  sporting  paintings 

Spink  &  Son  Ltd. 

5-7  King  Street,  St.  James's,  London  sw  1 
Tel:  01-930  7888,  Cables:  Spink  London  swi 

Coins,  Medals  and  Orders,  Oriental  Art, 
English  Furniture,  Paintings,  Drawings, 
and  Silver 

Stair  &  Company  Ltd. 

120  Mount  Street,  London  wiy  51m 
Tel:  01-499  1784/1785 

Fine  English  Furniture  and  works  of  art  of  the 
1 7th  and  1 8th  Centuries 


Robin  Symes 

3  Osmond  Yard,  Duke  of  York  Street, 
London  swi,  Tel:  01-930  9856/7 
Ancient  Art 

Alan  Tilman  (Antiques)  Ltd. 

9  H.ilkin  Arcade,  Motcomb  St.,  London  swi 
Tel:  01-235  8235,  Telex:  91615 1 

r 

Antique  Paperweights  also  glass  from 

17th- igth  Centuries,  including  English  and  French 

Cameo  glass 

Trevor 

24-25  Mount  Street,  London  w  1 
Tel:  01-499  8228 

Important  stock  18th  and  early  igth  Century 
Furniture  and  Works  of  Art 

Tryon 

41-42  Dover  Street,  London  wi 
Tel:  01-493  5J6i 

Sporting  and  Natural  History 
Pictures,  Prints  and  Bronzes 

Earle  D.  Vandekar 

138  Brompton  Road,  London  s W3 
Tel:  01-589  8411/3398 

Members  of  B.A.D.A.  and  C.I.N.O.A. 
Large  stock  of  Fine  Chinese,  Continental  and 
English  Porcelain  and  Pottery 


Weston  Gallery 

Weston  Longville,  Norwich,  Norfolk 
Tel:  Gt.  Witchingham  572 

Dutch  and  English  paintings  from  - 
ljth-igth  Century.  Norwich  School  and 
Dutch  Romantic  Masters 

Wildenstein  &  Co.  Ltd. 

147  New  Bond  Street,  London  wi 

Tel:  01-629  0602,  Cables:  Navild,  London 

Old  Master  and  Impressionist  Paintings 
and  Drawings 

Williams  &  Son 

2  Grafton  Street,  London  wix  3 lb 
Tel:  01-493  575i 

Fine  Traditional  paintings  from  the  igth  &  20th 
Centuries  always  on  view 

Temple  Williams  Ltd. 

Haunch  of  Venison  Yard,  Brook  Street, 
London  wiy  iaf,  Tel:  01-629  i486 

Fine  Regency  Furniture,  Works  of  Art,  Valuations 

W.  H.  Willson  Ltd. 

15  King  Street,  St.  James's,  London  swiy  6qu 
Tel:  01-930  6463 

Fine  Stock  of  Antique  Silver 

Harriet  Wynter 

352  Kings  Road,  London  SW3 
Tel:  01-352  6494 

Antique  Scientific  Instruments  and  new 
and  old  books  on  the  subject 


RENAISSANCE 

'An  exceptional  wax  polish'  sold  in  association  with 
the  Connoisseur  Magazine 

Renaissance  is  a  professional  blend  of  refined  fossil-origin  waxes 
with  unique  cleaning  and  protective  qualities.  It  is  already  used 
in  many  parts  of  the  world  by  discriminating  experts.  This 
superlative  wax  polish  revives  and  protects  all  surfaces,  gently 
lifting  the  grime  of  antiquity  and  leaving  a  finish  delightful  to  see 
and  touch.  The  surface  glows  with  repeated  applications. 
With  the  consent  of  the  British  Museum,  acknowledged  leader 
in  conservation  research,  the  polish  is  now  being  made  available 
to  the  public. 

Price  per  can,  including  packing, 
postage  and  (in  U.K.  only)  VAT 
U.S.A.     -  Air  Mail:  $7.50 

-  Surface  Mail:  $6.00 
Canada    -  Air  Mail:  $8.40 

-  Surface  Mail:  S6.00 
U.K.  Only  £1.95 
Europe  £2.50 
Australia  -  Air  Mail:  £4.60 

Surface  Mail:  £2.50 

For  quantities  of  six  or  more  deduct  10%  overall. 

Order  Form:  To  The  Connoisseur,  Chestergate  House,  Vauxhall  Bridge  Road, 
London,  SW1V  1  HF.  (Reg.  Office.  Reg.  No.  112955  England). 

Please  send  me  by  airmail/surface  mail:  cans  of 

Renaissance  Wax  Polish  at  each,  less  10%  overall  deduction 

on  six  or  more  cans.  I  enclose  total  payment  of:  

Mr/Mrs'Miss  , 

Address   , 

Cheques/money  orders  should  be  made  payable  lo  THE  CONNOISSEUR 


MARIA  ANDIPA'S  ICON  GALLERY 

^Hfct     162  WALTON  STREET, 
fP§|     LONDON  S.W.3 
^g#*      Tel:  01-589  2371 


Exhibition  of  recent  acquisitions 
December  lst-January  31st 


List  available  on  request 


Detailed  Editorial  Indexes 

for  The  Connoisseur  are  published 
three  times  a  year  at  ^4.50  each 

From 

The  Circulation  Dept., 
The  National  Magazine  Co.  Ltd., 
22  Armoury  Way,  London,  SW18  lHA 


SHOWCASE 


Fine  16.1  inch  silver  salver.  London 
1780.  Maker,  Robert  Jones. 
Original  Arms  of  St.  John  impaling 
Whitbread.  Weight  60  ozs. 

H.  R.  JESSOP  Ltd. 

3  MOTCOMB  ST.,  BELGRA VE  SQ. 
LONDON  S.W.I  01-235  2978 


$amteb€namete 

English  Pamled  Enamel  Boxes  have  been 
famous  for  more  than  200 years.  Today, 
Crummies  &  Co.  are  making  Enamel  Boxes  with 
the  same  traditional  qualities  as  their 
predecessors. 

"Anno  Domini' 

The  first  of  a 
series  of  annual 
boxes  to  be  issued 
every  September. 
This  year  depicts 
a  robin  surrounded 
by  holly  on  festive 
scarlet  base. 
Size  \W  diam. 
/'rice  £15. 75 

CRUMMLES  &  CO. 

Cromer  Rd.  Poole  Dorset 


Description  of  the  City 
of  Amsterdam 
with  maps  and 
illustrations  dated  1664 
Perfect  Condition 
all  reasonable  offers 
accepted 

Apply: 

Manfred  Stavenhagen, 
8000  Munich  2, 
Brunnstrasse  7 
W.  Germany 


A  DICTIONARY  OF  MARKS 

Price  £3.95 


From  all  good  booksellers  or  from 
THE  CONNOISSEUR  BOOK  DIVISION, 
CHESTERGATE  HOUSE, 
VAUXHALL  BRIDGE  ROAD,  SW1V  IHF 


The  Connoisseur 


Register  Advertisements 


WANTED 


Spherical  glass  timepieces,  paperweight  type;  and  holders  for  such 
timepieces.  Please  include  full-details  and  price  to:  Mr.  James  F.  Blinder, 
2750  W.  Grand,  Chicago,  Illinois  60612  USA. 


Antiques  Watches  .  .  .  Ancient,  original,  singly  or  collection,  keenly 
sought  privately  (preferably)  by  collector.  Box  No.  8740. 

Overseas  outlet  required  for  elegantly  presented  English  Monu- 
mental Brass  Rubbings.  Strictly  limited  quantities.  Originals  not  prints. 
TABARD,  22  Drove  Road,  Biggleswade.  Bedfordshire,  England. 


Wanted  -  Complete  set  of  Connoisseur  magazines.  Offers  please  to 
Box  No.  8744. 


FOR  SALE 


Star  opal  triplets.  Very  scarce  Idaho  3  and  6  Ray  Star  Opal  triplets. 
From  $50  to  $10,000.  Free  list.  Carroll  Cox,  Box  357,  Johnson  City, 
Tennessee  37601,  U.S.A. 

MISCELLANEOUS 


Weedon,  Northants  -  In  prominent  main  road  position  at  junction  of 
A5  and  A45,  a  charming  18th  century  double  fronted  shop  premises 
with  workshop,  garaging  and  beautifully  restored  living  accommodation, 
well  maintained  throughout  including  walled  garden.  £30,000  Freehold. 
Sole  agents:  Bartram  £r  Co.,  8  George  Row,  Northampton.  Telephone. 
(0604)  32145. 


Private  American  Collectors  want  to  assemble  and  purchase 
Russian,  Animalier,  Art  Nouveau  &  Deco  Bronzes.  Advanced  Galle, 
French,  English  &  American  Art  Glass.  Antique  Porcelain  Placques. 
Important  1  9th  Century  Post-War  &  Contemporary  Posters,  Drawings,  & 
Lithographs.  Excellent  References.  Discretion  and  Strictest  Confidence. 
K.  &  A.  Ltd.,  1201  Brickell  Avenue,  Miami,  Florida,  33131,  Tel.  (305) 
373-5021.  We  purchase  individual  pieces  or  entire  collections  world 
wide. 

Detailed  Editorial  Indexes  for  The  Connoisseur  are  published  three 
times  a  year  at  £4.50  each  (plus  8^  postage).  From  The  Circulation  Dept. 
The  National  Magazine  Co.  Ltd.,  22  Armoury  Way,  London  S.W.1  8. 

Renaissance  Polish*  Versatile  translucent  wax  that  gently  lifts  the 
grime  of  antiquity  from  all  surfaces,  leaving  them  delightful  to  see  and 
touch.  Made  with  the  consent  of  the  British  Museum  and  supplied 
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1 0%  discount  overall  discount  of  six  or  more  cans. 

♦('Exceptional  .  .  .  unique  wax  polish'-  The  Connoisseur.  Oct  1974). 
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1 .  You  have  not  received  the  goods  or  had  your  money  returned:  and 

2.  You  write  to  the  publisher  of  The  Connoisseur  explaining  the  position  not  earlier  than  28  days  from  the  day  you  sent  your  order  and  not  later  than  2  months  from 
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etc.  received  as  a  result  of  answering  such  advertisements).  Classified  advertisements  are  excluded. 
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Member  of  the  BADA  Ltd. 

A  fine  and  rare  NORTH  ITALIAN  Embroidered 
Altar  Frontal,  dated  1739;  embroidered  in 
various  silks  and  metal  threads,  on  ivory  silk 
ground,  the  Archangels  St  Uriel,  St  Sealtiel,  St 
Gabriel,  St  Michael,  St  Raphael,  St  Jehudiel,  & 
St  Barachiel  are  depicted.  Edged  with  wavy 
gold  braid,  the  panel  is  in  excellent  condition 
and  measures  1,03m  x  2,57m  (3'  5"  x  8'  5"). 

38  Jermyn  Street  St.  James's 

London  S.W.i.       Telephone:  01-629  4195 


Printed  in  Great  Britain  by  Stevens  Press  Ltd.,  Long  Eaton  (a  member  of  the  Oxley  Printing  Croup  Ltd.)  Agents  in  Canada,  The  Win.  Dawson  Subscription  Service,  Ltd.  Sole 
agents  for  Australia  and  New  Zealand,  Cordon  &  Gotch  (Australasia)  Ltd.;  agents  for  South  Africa,  Central  News  Agency  Ltd.  (London  Agents.  Cordon  &  Gotch  Ltd.),  Higgin- 
botham  &  Co.,  in  Bombay  and  Calcutta. 

Conditions  of  Sale  and  Supply — This  periodical  is  sold  subject  to  the  following  conditions:  That  it  shall  not,  without  the  written  consent  oj  the  publishers  first  given,  be  lent,  resold, 
hired  out  or  otherwise  disposed  of  by  way  of  Trade  except  at  the  full  retail  price  oj  £2. 00 ;  and  that  it  shall  not  be  lent,  resold,  hired  out  or  otherwise  disposed  of  in  a  mutilated  condition 
or  in  any  unauthorised  cover  by  way  of  Trade ;  or  affixed  to  or  as  part  oj  any  publication  or  advertising,  literary  or  pictorial  matter  whatsoever. 


I 


